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ABSTRACT 
In this study, the researcher examined the relative effectiveness of three diverse 
instructional conditions (aural model (AM), concrete musical instruction (CM), and 
verbal instruction using imagery/metaphor statements (MI)) on seventh-grade wind band 
students' expressive musical performance. This study was based, in part, on Woody's 
(2006a) research with adaptations to include developmentally appropriate instructional 
conditions for seventh-grade wind band students. 
In the AM condition, the aural model was recorded by an advanced pianist who 
synthesized elements from both the CM and MI conditions and exaggerated the 
expressive properties of loudness, tempo, and style/note duration. In the CM 
instructional condition, the researcher notated musical markings corresponding to the 
intended emotion on the printed score for three melodies. Finally, in the MI condition, 
high-quality examples of imagery/metaphor statements were gathered from experienced 
wind band instructors and the best-rated statement for each melody was utilized. 
Participants were enrolled in two seventh-grade wind band programs located in 
Cobb County, Georgia. Sixty randomly sampled, seventh-grade wind band musicians 
Vl 
participated in an expressive performance procedure (EPP) consisting of a pretest 
recording, an instructional condition, and a posttest recording followed by computer 
analysis of the loudness, tempo and style/note duration expressive properties. 
Data were analyzed through matched pairs t-tests determining whether the 
instructional conditions affected statistically significant differences, from pretest to 
posttest scores (p < .05), on expressive music performance. Data were further analyzed 
using an ANCOVA and Tukey HSD post-hoc tests to examine statistically significant 
(p < .05) differences regarding the relative effectiveness of the three instructional 
conditions. The results of the matched pairs t-tests indicated the AM, CM, and MI 
instructional conditions affected the mean difference score sets with statistical 
significance. Furthermore, results suggested the AM and MI conditions were found to be 
significantly (p < .005) more effective in affecting the mean difference scores sets than 
the CM condition; however, the AM and MI conditions did not appear to be significantly 
more effective compared to one another. The analysis provided evidence supporting the 
notion that diverse instructional conditions may be effective alternatives for teaching 
expressive performance. 
Vll 
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Chapter I 
Introduction 
1 
"Music lives only when the notes fly off the page and soar into glorious sound" 
(Green & Gibson, 2004, p. xv). Green and Gibson wrote metaphorically about the 
importance of expressive interpretation of music, and Juslin (2003) also noted that 
"Expression is largely what makes performances worthwhile" (p. 274). Lindstrom, Juslin, 
Bresin, and Williamon (2003) and Woody (2000) asserted that expressive performance is 
highly valued by professional musicians, and based on questionnaire research they found 
that music students considered expression to be the most important aspect of 
performance. Expressive interpretation of music has been debated, often romanticized 
and shrouded in mystery. Great artists have been considered to be prodigiously talented, 
intuitive or inspired, and in light of such romantic notions about musical expressivity, 
music teachers may have felt restricted in their direct, systematic teaching of musical 
expressiOn. 
In contrast to this notion of musical expression being mysterious, scholars have 
suggested that musical expression may, in fact, be rule-based (Friberg & Sundberg, 1987; 
Palmer, 1992; Repp, 1992,1997; Woody, 2003). Researchers explored the bases of 
various rules and how they might be incorporated into individual interpretation of music. 
Importantly, by framing musical expression as rule-based, music teachers and researchers 
have opened up greater possibilities for the systematic teaching and learning of musical 
expression. Lehmann, Sloboda, and Woody (2007) have supplied some terms that are 
useful for framing musical expression as rule-based: 
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Expression refers to the small-scale variations in timing, loudness, and other 
parameters that performers insert at specific points in a performance . ... 
Interpretation refers to the way in which many individual expressive acts are 
chosen and combined across an entire piece to produce a coherent and 
aesthetically satisfying experience. Expressive devices are thus the basic building 
blocks of an interpretation. (p. 89) 
As expressivity is essential in a musical performance, it should be a crucial 
instructional priority for music educators (Broornhead, 2001). More elusive, however, is 
the manner in which educators teach expressivity (Juslin & Persson, 2002). Indeed, 
several researchers have found that music teachers often gravitate towards the tangibility 
of technique instruction (e.g., note and rhythm) rather than developing expressivity 
(Karlsson & Juslin, 2008; Persson, 1993; Tait, 1992). 
Although research regarding music expression instruction is limited, several 
music education researchers have studied the effects of teaching strategies in regard to 
expressivity including verbal explanation, modeling, verbal use of figurative language, 
and cognitive feedback (see, for example, Chester, 2008; Dickey, 1991 ; Henley, 2001; 
Rosenthal, 1984; Woody, 1999, 2006). Woody (2006a), for instance, studied the 
effectiveness of aural modeling, concrete musical instruction, and verbal instruction using 
imagery on the expressive performance of competent and advanced college pianists. 
Woody (2006a) concluded that while each instructional condition had strengths 
and weaknesses "related to the characteristics of the music being performed and the 
musicians themselves" (p. 21), no condition consistently came to the forefront as the 
3 
strongest approach to the teaching of expressivity. Further, there were some differences 
in performance between advanced and competent p'ianists. After receiving instruction, 
competent pianists were generally able to approach advanced levels of musical 
expression "with the single most salient expressive property for each melody" (p. 33); 
however, the multifaceted demands of simultaneous expressive responsibility appeared to 
be outside the competent pianists' focus of attention. Woody noted, as expected, a 
performer's level of expression, the degree of expressive detail, and the ability to perform 
multiple expressive properties simultaneously were commensurate to their musical 
development, maturity, and experience. Woody (2006a) warned that the results of his 
study should not to be generalized to young musicians because "the subjects in this study 
are in many ways quite different than the learners who populate school music programs" 
(pp. 33-34). He also recommended instructors "consider several factors when teaching 
expressive performance" (p . 33) including age-appropriate literature, the amount oftime 
it will take to achieve expressive performance, and the student's developmental level. 
Woody ' s (2006a) study was conducted with music majors in a university setting 
and not done in a school music instrumental classroom context. Moreover, Woody 
concluded that several participants felt overwhelmed due to substantial written 
information in the concrete musical instructional condition. Furthermore, according to 
Woody, the inclusion of simultaneous multiple expressive properties was difficult for 
participants to cognitively process. 
In order to address the limitations of and related concerns about Woody's (2006a) 
study, further investigation is warranted regarding the effectiveness of various 
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instructional conditions for developing expressive playing in young performers. How 
might beginning musicians benefit from concise verbal explanations in concrete 
instruction? How might middle school musicians perform salient expressive properties in 
the communication of emotion? How would middle school musicians benefit from 
instructional conditions focusing on expressive emotions? Music educators might benefit 
from a systematic study of diverse ways in the teaching of musical expression. 
Purpose and Questions 
The purpose of this investigation was to examine the relative effectiveness of 
three diverse instructional conditions (i.e. , aural modeling, concrete musical instruction, 
and verbal instruction using imagery and metaphor) on seventh-grade music students' 
expressive performance. The researcher adapted portions of Woody's (2006a) previous 
research by investigating a different population, utilizing musical excerpts incorporating 
one of each expressive property (loudness, tempo, style/note duration) per melody within 
the technical abilities of middle school performers, and creating developmentally 
appropriate imagery and metaphor statements for each melody. Additionally, in contrast 
to Woody's convenience sample of 3 6 university pianists, this researcher randomly 
selected 60 students from two seventh-grade wind band programs allowing for greater 
generalizability within a wind band classroom setting. In the aural model condition, 
participants were asked to imitate the expressive properties demonstrated by the model, 
and in the concrete musical instructional condition, the researcher verbally identified and 
defined musical markings in the score. Finally, in the metaphor/imagery instructional 
condition, participants viewed the unmarked melody with one imagery or metaphor 
statement indicated beneath the melody and the participants were read, out loud, the 
imagery statement. The specific research questions addressed in this investigation were : 
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. 1. What are the effects of aural model instructional conditions on seventh-grade 
wind band students' expressive performance in regard to the expressive properties 
of loudness, tempo, and style/note duration? 
2. What are the effects of verbal instruction using concrete musical instructional 
conditions upon seventh-grade wind band students' expressive performance in 
regard to the expressive properties of loudness, tempo, and style/note duration? 
3. What are the effects of verbal instruction using metaphor and imagery 
instructional conditions upon seventh-grade wind band students' expressive 
performance in regard to the expressive properties of loudness, tempo, and 
style/note duration? 
4. What is the relative effectiveness of three diverse instructional conditions (aural 
model (AM), concrete musical instruction (CM), and verbal instruction using 
imagery/metaphor statements (MI), on seventh-grade wind band students' 
expressive musical performance? 
Hypotheses 
The following hypotheses were tested: 
1. There is no significant difference between pretest and posttest means 
for participants who receive aural modeling instructional conditions on 
performance expressivity (p < .05) . 
2. There is no significant difference between pretest and posttest means 
for participants who receive concrete musical instructional conditions 
on performance expressivity (p < .05). 
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3. There is no significant difference between pretest and posttest means 
for participants who receive metaphor/imagery instructional conditions 
on performance expressivity (p < .05). 
4. There is no significant difference between the three diverse 
instructional conditions, aural model (AM), concrete musical 
instruction (CM), and verbal instruction using imagery/metaphor 
statements (MI), on seventh-grade wind band students' expressive 
musical performance. 
Rationale 
Musical interpretation is based on small expressive properties joined together to 
create an entire expressive performance (Lemann et al., 2007). Musical expression 
researchers (e.g., Sloboda, 1983; Goolsby, 1994; Juslin, 1997a; Adachi & Trehub, 1998) 
explored the bases of various rules and how they might be incorporated into individual 
interpretation of music and have asserted that rules are used to play with expression. 
Juslin (1997a; 1999) has examined expert musicians gaining understanding into how 
expressive skills are used in performance and rehearsal. 
In order to simulate aspects of musical expression interpretation, Juslin (2003) 
formulated GERMS, "a multidimensional phenomenon consisting of five components" 
(p. 281). The first component of Juslin's model, generative rules, are those the performer 
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applies to "timing, dynamics, and articulation" in order to "clarify the musical structure" 
(Juslin, 2003, p. 282). For example, Sloboda (1983) noted that performers play metrically 
accented beats slower and louder than other notes, and Repp (1992, 1998b) demonstrated 
that performers typically slow notes at the ends of musical phrases. To accomplish a goal 
of emotional expression, the second component of GERMS, musicians have employed 
particular acoustic conventions; for example happiness has typically been conveyed by 
fast staccato, whereas sadness has been conveyed by a slow tempo and legato phrasing 
(Juslin, 2003 , p. 282). Juslin and Laukka (2001) proposed that human speech patterns 
formed the bases for these particular acoustic conventions, and that they were adopted by 
a broad cross-section of musical artists . The third component of GERMS, random 
variation, refers to the "random fluctuations" of parameters such as tempo, onset, and 
phrasing that occur among performances given by the same musician. "From an 
aesthetical point of view, random variations contribute to the 'living' character of 
music-that slight unpredictability that makes each performance absolutely unique" 
(Juslin, 2003 , p. 282). Another component of expression is motional principles, which are 
derived from the movement ofthe human body (p. 283). Shove and Repp (1995) argued 
for perfmmances "whose expressive microstructure satisfies basic constraints of 
biological motion" (p. 78). Pertaining to this motional principle, a frequently cited study 
by Friberg and Sundberg (1999) found that final ritardandi are executed by musicians in 
similar mathematical proportion to runners who decelerate at the end of a race. 
Additionally, performers have exhibited expression by means of stylistic unexpectedness, 
which means that a performer has deviated from one of the aforementioned rules. Juslin 
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(2003) commented that this (stylistic unexpectedness) component was "probably the least 
researched so far, but it may be critical to developing a truly original interpretation" 
(p. 284). The current study focused on the first two components of Juslin's GERMS 
examining generative rules, as they applied to expressive elements of tempo, dynamics, 
and style/note duration as well as the emotional expression component. 
This researcher focused primarily on emotional expression which has been 
frequently studied by music psychologists by often asking a musician to perform 
expressing a particular emotion. For example, Gabrielsson and Juslin (1996) asked nine 
professional musicians to perform on violin, guitar, flute, and voice to convey specific 
emotions to listeners, "namely 'happy' , 'sad' , 'angry', ' fearful ', 'tender', 'solemn', as 
well as 'no expression"' (p. 72). The performances were recorded and played back to "lay 
listeners and musically trained listeners" (p. 74). Performers successfully conveyed 
emotions to listeners, although some emotions appeared easier to convey than others 
(p. 87). In consideration of Gabrielsson and Juslin's research, the present study focused 
on the fundamental emotional expressions ofhappy, sad, and angry. 
Theoretical Framework 
Even though the present study is a practical application of expressivity in music 
education, the roots of the study and the theoretical connections lie in the work of several 
theorists. Reviewing music and emotion, Meyer suggested that music has an arousing 
effect. Meyer discussed formal structure in Classical and Romantic style compositions 
theorizing that the works could be analyzed concerning listeners' emotional responses 
(Robinson, 1994). At the core of the theory, Meyer claimed that music produces 
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emotions because listeners' expectations are either realized or not: "Emotion or affect is 
aroused when a tendency to respond is arrested or inhibited" (Meyer, 1956, p. 14). 
Importantly, to have an aesthetic experience, resolving a tension must satisfy an arousal 
point in a composition. As Meyer theorized on how music produces emotion and 
meaning, he speculated that listeners perceive musical patterns holistically and they 
understand compositional practices based on these perceptions. These perceptions create 
expectations, which may lead to the generation of specific emotions such as 
apprehension, anxiety, disappointment or hope (Juslin & Vastfjall, 2008). A musical 
composition is temporal; therefore, it is challenging for listeners to pinpoint the exact 
moment when feelings occurred and meaning was comprehended (Meyer, 1956). 
Generally speaking, Meyer, through this arousal theory, contended that musical 
expression in performance arouses an emotion from the informed listener. 
The potential practical applications for teaching musical expression in the current 
study are tied to the theoretical connections of Reimer in which he draws on Meyer's 
arousal theory of music expression. Critical to Reimer is the education of feeling; thus 
suggesting music educators should teach students about their emotions as music provides 
the pathway to verbalize emotion concepts (McCarthy & Goble, 2005). Music education 
provides a basic way in which humans learn to know themselves and their world as it 
educates, deepens and refines feelings (Reimer, 1970). 
Reimer encouraged educators to be selective in the music they teach; the 
compositions should be expressive and deemed "good music." (Reimer 1989, p. 51) 
Instructors should guide students through an entire work listening to a composition as a 
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unified whole and teaching how musical elements (i.e., form, harmony, melody, rhythm, 
texture, and color) elicit emotional responses. Reimer also placed value on how and why 
music is taught. He claimed music should be listened to with the purpose of having an 
emotional outcome and should be taught to all in the public school because music allows 
people to experience and give voice to their humanness (Koopman, 1998). 
Juslin and Sloboda offer a paradigm shift from Meyer and Reimer regarding 
music and emotion research with a notion of expression based on Egon Brunswik' s lens 
model of behavior (1952) in their book Music and Emotion (2001). Brunswik's 
theoretical framework provided the cornerstone theoretical underpinnings of the current 
study. The Brunswik lens model of behavior is currently used in multiple disciplines of 
study to examine how observers use cues to perceive a biological or common experience. 
Brunswik developed this theory for the study of visual perception and it was later applied 
to judgment analyses such as weather forecasting and decision making (Hammond, 
1955). Additionally, it was extended to include interpersonal perception including music 
and emotion (Jus lin, 1997b ). 
The essence of the lens model involves relations between the environment and the 
behavior of organisms in the environment. Both the environment and organism give 
input via the use of cues and output is received by decoding those same cues. Brunswik's 
model (Figure 1) looks a bit like waves of light passing through a convex lens, hence, the 
use of the term lens model. 
The lens model: Composite picture of the functional unit of behavior 
Encode/ 
Input 
Cues 
Figure I. Bruswik's Lens Model ofBehavior (1952). 
Decode/ 
Output 
Brunswik reasoned that psychology should offer explanations of behavior rather than 
describe rules of behavior. His lens model supports this reasoning. 
The main ligaments ofBrunswik's theory are: 1) there must be dynamic activity 
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for the lens to properly function, 2) the lens must be flexible regarding ambiguity; 3) the 
lens affects both the encoding and decoding; 4) the lens has the capacity to utilize 
different starting points, redundant cues, and uncertain cues to reach one goal using 
numerous approaches (Wolf, 2005). Brunswik asserts " .. . this model involves focal 
points, areas of unspecificity, mechanisms of substitution, and other devices of multiple 
mediation" (Brunswik, 1955, p. 237). 
Juslin (1997b) modified Bruswik's (1956) model to specifically focus on 
communication of emotion through a musical performance. The three-part 
communication chain of a musical performance consists of the performer's emotional 
intention, the musical performance itself, as well as the listener's emotional recognition 
through the use of the cues (see Figure 2). 
Lens model of emotional communication in music performance 
Performer/ 
intention 
Emotion 
(happy) 
Expression 
Ecologicnl Vnlidi tics/Pcrfomlcr 
Consistency/ Achievement 
Performance 
expressive cues 
Timbre 
Articulation 
Style/ 
Note duration 
Recognition 
Functional Validities/LisLcncr 
I I 
1
- - - - - - - - Matching - - - - - - - _I 
Listener/ 
judgment 
Emotion 
(happy) 
Figure 2. Juslin's Lens Model of Emotional Communication in Musical Performance. 
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The cues can be uncertain, or probabilistic (e.g. a fast tempo could mean happy, 
fearful, or angry) and redundant (Karlsson, 2008). Juslin claims the lens model 
incorporates ecological validity as well as functional validity. Ecological validity is the 
measure of a cue in predicting a performers intention; conversely, functional validity is 
the "extent to which the cue is actually used by the perceiver" (Juslin, 1997b, p. 392) to 
measure the cue in predicting the listener's appraisals. Achievement deals with the 
accuracy of the communication process; matching refers to what extent the cues were 
encoded and decoded by the performer and the listener (Jus lin, 1997b). 
Juslin' s version of the lens theory differs from Bunswik' s in two ways: 1) 
Juslin's mo.del deals with the relationship between two organisms (performer and 
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listener) contrasting to Bunswik' s relationship between an organism and the environment; 
and, 2) Juslin' s model uses both ecological validity as well as functional validity to 
indicate the cue associations on both sides ofthe lens; whereas Bunswik used ecological 
validity and cue utilization to represent the cue relationships on both sides of the lens 
(Juslin, 1997b ). 
Several important implications are noted in Juslin's modification (Juslin, 1997b) 
ofBrunswik's lens theory. Cues may be interchangeable allowing the listener to flexibly 
move from one cue to another to ascertain the encoded emotion. Additionally, cues are 
intercorrelated and numerous allowing various cues to work together to lead toward one 
goal (Juslin 1997b ). Furthermore, potential biases of specific melodic constructs are 
averted in the communication process. Finally, because cues are divergent and not 
uniform, performers can communicate emotions to listeners with unique expressive 
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performances (Karlsson, 2008). 
A key element of Juslin's musical communication chain is the implied nature of 
the cue utilization for both the listener and performer. Recently, researchers have 
explored cognitive feedback allowing them to compare listeners and performers cue 
utilization (Cooksey, 1996; Juslin & Laukka, 2000). Cognitive feedback allows listeners 
to give direction to performers offering specific alteration of cues to make them correlate 
to the listener cues. 
If Juslin' s functionalist perspective explains how emotional communication 
occurs in music, it follows that music educators should wonder how these patterns are 
taught and learned. In spite of the centrality of musical expression, Karlsson and Juslin 
(2008) found that instrumental "lessons were primarily devoted to the reproduction of 
particular pieces of music from a music notation" (p. 328). And when expression was 
taught, teachers used modeling less frequently than they used verbal instruction, and 
teachers "tended to resort to more colorful but vague descriptions of expressions" 
(p. 328). The researchers concluded, "there is a need for the development of new tasks 
and interventions that may enhance expression" (p. 330). 
Researchers found thatverbalinstruction has predominated in the teaching of 
music (Dickey, 1991; Karlsson & Juslin, 2008; Tait, 1992; Young, Burwell & Pickup, 
2003); importantly, verbal instruction can occur in at least two ways. One verbal 
teaching approach is concrete musical instruction, which according to Woody (2006a) 
occurs when information regarding expressive properties is articulated either verbally or 
in writing, identifying musical markings in the score. Another verbal instruction strategy 
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might also occur using imagery and metaphor. Instructors have used these verbal 
teaching strategies to "intimate a desired sound or to incite emotion" (Lehmann, et al., 
2007, p. 195). Woody (2002a) observed that this kind of verbal instruction either conveys 
a mood, such as a dark, mysterious, cloudy night, or suggests motion, such as a paper 
airplane gliding though the air. Some researchers have identified a potential problem of 
figurative language in that students can become confused due to their lack of experience 
(Stollack & Alexander, 1998; Thiele, 1994; Persson, 1996). Thus, apparently connecting 
imagery to students' preexisting knowledge, and using age-appropriate vocabulary are 
crucial when using verbal imagery and metaphor (Sheldon, 2004, Woody, 2006b). 
In another approach, researchers have utilized modeling to teach expression 
(Lehmann, Sloboda, Woody, 2007; Price and Byo, 2007), possibly because "there is 
reason to believe that nonverbal modeling strategies may be more effective than verbal 
instruction" (Dickey, 1991, p. 132). In the research literature, there have been examples 
of modeling using the voice, an instrument, or an electronic recording (Davidson, 1989; 
Madsen, Greer, & Madsen, 1975; Woody, 2003). A concern with modeling has been that 
students may not know what to listen for or know how to transfer a model into technical 
skill (Lehmann, 1997). Woody (2002b) asserted that students' preexisting ideas and 
musical knowledge influence how they perceive a given model. 
Further studying musical instructional strategies, Woody (2006a) compared the 
effectiveness of aural modeling, concrete musical instruction, and verbal instruction using 
imagery on the expressive performance of college pianists. Woody concluded that music 
educators should consider their instructional goals when making decisions about how to 
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teach expression. Therefore, this investigator examined effective expressive instrumental 
music instruction based, in part, on Woody's (2006a) study; building upon that study 
with the intention of extending the research. Woody's study was conducted with 
university music majors volunteering outside of an instrumental music classroom setting. 
Moreover, Woody concluded that several participants felt overwhelmed due to 
substantial written information in the concrete musical instructional condition. 
Furthermore, the inclusion of simultaneous multiple expressive properties was difficult 
for participants to process cognitively. Therefore, this investigator examined a different 
population, middle school ~ind band students, and used age-appropriate music and 
instructional conditions. A salient expressive property in loudness, tempo, and style/note 
duration was examined in each melody allowing for clearer results comparisons between 
· the pretests and posttests. 
Overview of Methodology 
As noted, this research builds on Woody's (2006a) study in which the researcher 
examined the effect of various instructional conditions on expressive music performance 
with university-level pianists. This One-Group Pre-Test-Post-Test (Creswell, 2009) 
study focused on seventh-grade participants who were enrolled in a wind band class and 
utilized instructional conditions developmentally appropriate to seventh-grade students in 
wind band classes within two middle schools in Cobb County, Georgia. 
The instructional conditions, representing the three independent variables, were 
aural modeling (AM), verbal instruction addressing concrete musical properties (CM), 
and verbal instruction using metaphor and imagery (Ml). The dependent variable for each 
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analysis was the level of expressive performance, defined as the expressive properties of 
loudness, tempo, and style/note duration. 
To insure that the melodic content was within the student's technical performance 
abilities, Band Expressions, Book One (Smith, 2003) was consulted. Three public domain 
melodies were selected for the instructional materials for the present study. Then, the 
selected folk tune melodies were created and transcribed for each solo instrument using 
Finale 11.0 compositional software. Next, the appropriate emotion (i.e., happy, sad or 
angry) was designated for each melody. Then, the appropriate expressive properties, 
extrapolated from Juslin (2003) and Woody (2006a), was designated for each of the 
melodies based on the previously assigned emotion. In the concrete musical (CM) 
instructional condition, the researcher notated expression markings on the printed score 
(via Finale) for each melody that corresponded to the intended designated emotion. In 
the creation of the imagery/metaphor condition (MI), high-quality examples of 
imagery/metaphor statements were gathered from experienced wind band instructors and 
the best-rated statement was utilized for each melody. The aural model in the AM 
condition was recorded by an advanced pianist to represent the intended emotion and was 
based on the expressive properties presented in the imagery/metaphor condition and 
concrete musical instruction condition. 
The participants underwent an expressive performance procedure (EPP) 
consisting of a pretest recording, an instructional condition, and a posttest recording 
followed by computer analysis of the loudness, tempo and style/note duration expressive 
properties. 
Data were analyzed by computing overall mathematical means, mean difference 
scores, and matched pairs t-tests, determining if there were statistically significant 
differences between pretests and posttest sets of scores for the three independent 
variables of aural modeling (AM), verbal instruction addressing concrete musical 
properties (CM), and verbal instruction using metaphor and imagery (MI), on the three-
layered dependent variable, expressive properties (loudness, tempo, and style/note 
duration). Data were further analyzed using analysis of covariance (ANCOV A) with 
Tukey's HSD post-hoc comparisons to determine the relative effectiveness of the three 
instructional conditions (p < .05). 
Delimitations 
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Due to the nature of the quasi-experiment, this study was delimited to 60 students 
from two seventh-grade wind band programs. This researcher was concerned that 
participants could potentially be influenced by their wind band teacher's instructional 
practices and influences regarding expressivity development prior to the EPP. Therefore, 
this research was delimited to middle school students in the selected demographic that 
began wind band instruction in the sixth-grade and were taught by the same instructor for 
their entire middle school experience. By selecting seventh-grade students as participants, 
the sample population had the same wind band teacher and minimal expressivity 
instruction. Additionally, drawing a random sample from two schools (N=200) of similar 
participant populations diminished the potential for teacher influence. Likewise, this 
researcher delimited participants from programs with similar pedagogical methods, 
philosophical approaches, and instructional techniques within the same community. 
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Accordingly, by using two schools in close proximity and similar philosophical 
approaches, the sample pool of seventh-grade students (N= 200) lessened the teacher 
influence while maintaining a comparable combined population sample from which to 
randomize (n=60). Importantly, due to the acoustic variability of percussive articulation 
and sustained note durations, compared to those of wind instruments, percussion students 
were delimited from the participant pool. Additionally, this study delimited the 
examination of expressive properties to three - loudness, tempo, and style/note duration 
because of the limited expressive abilities of middle school wind band musicians. 
Finally, the results of this study may not be generalizable to middle school students 
outside a middle-class-population where not all, but many students have common access 
to music listening and culturally musical experiences outside of the school environment. 
Importance of the Study 
The need for studies that evaluate the comparative effectiveness of diverse 
instructional conditions with middle school wind band music students is vital for 
improving the teaching and learning of expressive performance. It is important to 
investigate methods for teaching expression with wind band students because present 
research literature lacks sufficient empirical evidence indicating what method, practice, 
and instructional conditions might enhance middle school wind band students' expressive 
performance. This investigator refocused Woody ' s (2006a) study on expressive 
performance in a college setting by adapting his study to incorporate less experienced 
musicians, a larger sample, and a different discipline to enhance generalizability for 
public school music settings. 
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Because "research is an accretive process" (Santos, 1989, p. 700), there is a need 
to add to the knowledge of expressive performance instructional conditions concerning 
inexperienced, competent and advanced musicians. Presently, much of the instructional 
time with inexperienced musicians is allocated to refining technical skill areas resulting 
in teachers spending less instructional time on the teaching of expressive skill 
development (Kotchenruther, 1999; Persson, 1993; Tait, 1992). This researcher sought to 
augment expressive performance research dealing with seventh-grade wind band 
musicians. Research indicates that the degree of expressive detail is proportionately 
related to the experience level of the performer (Woody, 2006a). The information 
collected from this study may be helpful to middle school wind band teachers who may 
glean insights into effective instructional conditions of performance expressivity as well 
as adding to the fund of knowledge regarding expressivity in music. Finally, it is hoped 
that the ultimate beneficiaries of this investigation will be young wind band students who 
will be better equipped to perform with expressivity as a core to their growth as student 
mus1c1ans. 
Chapter II 
Review of Literature 
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Research relating to expressive performance is multifaceted. Given the purpose of 
this study, relevant literature about musical expression and emotional expression in 
performance was examined. Additionally, studies relating to the teaching and learning of 
musical expression in advanced and inexperienced musicians were reviewed. 
Musical Expression in Performance 
Researchers have placed expression as central to musical performance (Dewey, 
1934; Langer, 1942; Meyer, 1956; Reimer, 1970; Robinson, 2005), and research dealing 
with expressive devices and mental representations of expressive performance formed a 
foundation to this current study. 
For instance, Palmer (1996) conducted a case study investigating a virtuosic 
performance of a Mozart piano sonata with the purpose of elucidating foundations of 
performance expression other than the score. Palmer specifically examined three areas : 1) 
notational differences in scores from various editors and publishers of the same musical 
work; 2) common practice style expectations; and 3) a performer's specific treatment of 
performance aspects such as pedaling and ornamentation. Palmer asserted that the case 
study on expression was instructive, but could not be generalized beyond its immediate 
context. Palmer's underlying purpose was to show how a performance, rather than a 
score, should be used as a model for music perception. The current researcher 
acknowledged Palmer's notion that musicians can perform expressively and that 
expressive performance is the basis of expressive perception, not mere notation of a 
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score. Thus, the current study extended Palmer's research by examining the relative 
strengths and weaknesses of perception of expression communicated in the aural model 
condition. In this condition, participants listened to the aural model, practiced perceived 
expressions heard in the aural model, and performed expressively based on their 
expressive perceptivity of the aural model. 
Sloboda (1983), in a two-part study, examined musical meter as a dimension of 
musical expressivity in piano performance. The treatment condition utilized two brief 
notated passages that were void of any musical expressive notation or symbols. Two 
melodies (referred to as "a" and "b") were identical in sequence of pitches and rhythms. 
The difference between the two was the placement of bar line and note groupings. 
In the first part of the study, Sloboda asked six pianists of varying experience to 
sight-read three musical excerpts with no expressive markings. The performers recorded 
five renditions of each excerpt with the intent of replicating the performances as 
identically as possible. Sloboda computed numerical values for loudness and note 
duration and found that there was extremely strong evidence that pianists change their 
expressive performances in response to variations in notated meter. Furthermore, 
pianists' played metrically accented beats slower and louder than other notes. 
Importantly, Sloboda found the more experienced performers used more variation than 
the less experienced. 
In the second part of the study, ten pmiicipants listened to 60 performances of the 
initial experiment excerpts and were given a written score of melody excerpts and asked 
to identify which printed note grouping matched the note groupings heard in the recorded 
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model presented. Having considered the analysis from both studies, Sloboda concluded 
that pianists utilized a large range of expressive variation regarding metric devices in a 
score and these variations were employed with greater modification based upon the 
performer's years of experience. 
Drawing from Sloboda's examination of two expressive properties, loudness and 
note duration, these properties were two of the three measures of expressiveness in the 
present study. Additionally, based on Sloboda's discussion that effective rehearsal is 
essential for development of skill, participants in the present study rehearsed the melodies 
before beginning the EPP. Moreover, Sloboda noted that less experienced performers 
used less expressive variation than more experienced performers. Thus, understanding 
that inexperienced performers use less expressive variation than experienced performers, 
this study was designed with limited degree and frequency of expressive devices allowing 
the participants greater possibility to be communicative in their expressive variations. 
In a related study, Repp (1992) measured local and global timing patterns of 
Schumann's Traumerei to find similarities and differences between 28 performances of 
expert pianists. The findings most relevant to this discussion were that the performers 
varied time by lengthening note durations of accented notes and by slowing down time at 
major structural points including phrases, sections, and the end of a composition. 
Furthermore, global tempo curves within an entire phrase typically began with an 
accelerando and ended with an obvious concluding ritardando; the tempo curve of 
individual phrases appeared more pronounced based on the degree of prominence within 
the overall global phrase structure of the work. That is, musical structure was 
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communicated to the listener through grouping of notes or phrases. 
The current researcher studied seventh-grade musicians and did not measure 
global timing patterns over an entire composition as Repp (1992) did. Rather, the present 
researcher examined local timings of melody likened to a melodic gesture that Repp 
defines as "at least two and rarely more than seven successive tones" (p. 230). This 
researcher used melodic excerpts that contained clear melodic gesture in an effmi to 
extend Repp's research involving local timing patterns. The current study added to the 
body of research by testing the expressive property of timing, or tempo, in expressive 
musical performance with seventh-graders whereas Repp (1992) and Sloboda (1983) 
researched various expressive properties including meter, phrasing, timing, and note 
duration in university-level musicians finding those properties were varied creating an 
expressive performance. 
In another study clarifying expressive performance, Rohwer (200 1) sought to 
ascertain student's perception and expressive performance skills. Instrumentalists 
(N=90) in seventh grade (n=30), tenth grade (n=30), and college music majors (n=30) 
were selected as participants. The participants performed an original tune twice, once 
with expression and once expressionless. Three adjudicators listened to the performances 
and documented whether or not they heard expressive changes from the first to second 
performance. Rohwer's design provided a baseline tempo (indicated by eight initial 
clicks) before recording the pretest. In the posttest, participants were instructed to play at 
any tempo they desired, however, the same baseline tempo clicks were provided prior to 
recording the posttest. 
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The present study did not employ baseline tempo models as they may have 
influenced the outcome of the expressive performance in Rohwer's study in that 90% of 
the participants performed the posttest in the same tempo of the clicks rather than a 
tempo oftheir choice. Nevertheless, overall expressive changes were made by 94% of the 
musicians to the melody in Rohwer's study, indicating that most of the participants 
implemented expressive properties when requested. Dynamics, timing, and articulation 
were the most common expressive changes. The college musicians exhibited twice as 
much change in expression compared to the seventh-grade students. Rohwer concluded 
that students of various ages could perform with expression and tended to vary the same 
expressive properties, but to differing levels. Moreover, only the college student's 
performed multiple expressive properties simultaneously. Rohwer's study, including 
seventh-grade participants, reinforced the need to study a younger, less experienced 
population to ascertain the degree of variation that can be achieved in expressive 
performance after receiving instructional conditions. Additionally, Rohwer investigated 
the expressive properties of tempo, timing, dynamics, and articulation; the current study 
incorporated three of these four properties (i.e., tempo, dynamics, and style/note 
duration). 
Supporting Sloboda's (1983) discussion, Rohwer noted that college musicians 
exhibited more expressive change than middle school musicians. Given Rohwer's 
conclusion regarding middle school musician's expressive performance achievement, the 
present study utilized expressive devices and vocabulary attainable by middle school 
instrumentalists. Additionally, college musicians demonstrated the ability to combine 
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expressive aspects within a song better than middle school musicians. Based on this 
conclusion, the present study incorporated only one of each expressive property in each 
melody in an effort to minimize the potential risk of improperly impacting the findings 
based on the seventh-grade participant's potential inability to process multiple properties 
simultaneously. 
In summary, researchers have studied expressive devices to discover more about 
musical expressivity in performance. Palmer (1996) suggested that performance should 
be a model for expressive perception, not the written score. Repp (1992), Sloboda 
(1983), and Rohwer (2001) researched various expressive properties including meter, 
phrasing, timing, dynamics, and note duration finding those properties were varied 
creating an expressive performance. Additionally, Rohwer (200 1) and Sloboda (1983) 
suggested that all musicians could perform expressively; furthermore , they concluded 
that more experienced performers performed expressive properties with a greater degree 
of variation. Moreover, Rohwer (200 1) indicated that experienced musicians performed 
multiple expressive devices simultaneously. 
Mental representations of expressive performance. 
One emphasis in expressive musical performance research is the investigation of 
mental representations in which performers mentally conceptualize a composition and 
assign meaning to the piece of music. The present study examined that notion to 
determine how mental representations of expressive devices affected expressive musical 
performance. 
To illustrate, Woody (1999) explored performance expression with collegiate 
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pianists (N=24) who listened to expressive aural models, gave a report on their thoughts 
(e.g., it got softer on the last three notes) indicating the dynamic features perceived from 
the recordings, then performed an individual, imitative expressive rendering of the 
identical excerpts. The musicians' performances were captured in a computer file to 
analyze the dynamic expressive properties of the performances. Woody reported that the 
participants verbally identified 75% of the dynamic variations in the models and could 
imitate those dynamics in performance but the dynamic variations that the participants 
were unable to recognize were not realized in the performances. In other words, 
performers who consciously identified and then verbalized dynamic variations performed 
them suggesting the combination of aural model and verbal instructional strategies could 
benefit expressive performance instruction. Woody indicated performers benefited by 
verbalizing what they heard in the aural model before performing a posttest recording. 
Seventh-grade participants are in the early stage of developing their performance skills, 
both technical and expressive, and may lack the ability to verbally articulate their 
thoughts regarding the abstract concept of expression. Thus, considering the benefits of 
verbalization, the present study included verbal explanations in both the concrete musical 
instruction and verbal instruction using metaphor and imagery conditions. 
Another investigation by Woody (2003) involved technically proficient college 
pianists. Participants (N=25) were shown short excerpts of music notation with no 
expressive markings and instructed to perform without expression; these expressionless 
performances were recorded. Model recordings were created using a Yamaha Disklavier 
to demonstrate both a deadpan performance and a more expressive performance that 
incorporated changes in dynamics and tempo. After listening to and comparing the two 
aural models, the participants practiced and then recorded an imitation of the more 
expressive model. Finally, participants created line drawings representing their 
perceptions ofthe expressive model's dynamic contour. Woody reported that even in 
their deadpan performances, participants were unable to completely remove traces of 
normal expressive performances properties. These performimces, in part, explained 
participants ' understanding of expressive rules because the performers unconsciously 
applied variations in expressive devices despite an effort to perform expressionless. A 
more accurate depiction of expression, however, was exemplified in participants' line 
drawings of dynamic contour. Woody's work supports other research indicating that 
successful expressive performance is facilitated by mental representation of expressive 
properties in performance. 
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In both of these mental representation investigations (Woody, 1999, 2003), the 
participants were university musicians; the present study adapted Woody's research to 
seventh-grade wind band musicians exploring expressive performance development in 
the wind band discipline seeking to obtain additional empirical data regarding seventh-
grade musicians abilities to learn expressive performance rules. Additionally, previous 
researchers (Chester, 2008; Dickey, 1991; Morrison, Montemayor, & Wiltshire, 2004) 
examining expressivity with young musicians, led the present researcher to believe that a 
seventh-grade participant population would be distinguishable from mature musicians 
possessing potential biases through broad musical performance experiences. 
This study included a similar focus to Woody's (1999, 2003) studies in that the 
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aural model instructional condition was used as well as the expressive properties of 
dynamics and tempo were dependent variables. Additionally, Woody verbalized emotion-
focused language out loud. This researcher expanded Woody's ideas by exploring 
emotional-oriented language in the verbal instructional condition using imagery and 
metaphor with middle school students. 
Computational models of expressive performance. 
Another trend in expressive performance research has been the examination of 
computational models. These models have incorporated expressive cues, or properties, 
that performers used to convey emotion to the listeners in regard to meter, phrasing, 
timing, dynamics, and note duration. The dependent variables in the present study were 
selected from the expressive properties examined in the following computational models. 
Taking note ofrelevant facets of emotional communication, Juslin (1997) 
conducted an experimental study built on Brunswik's (1956) lens model of behavior 
theory. Juslin investigated how performers conveyed conventional characteristics of 
specific emotions to listeners by employing exchangeable cues. In the encoding portion 
of the experiment, Juslin asked three professional electric guitar players to perform a 
melody, once without expression and once with angry, sad, happy, or fearful emotions. 
The performances were digitally recorded and then analyzed for the expressive properties 
of dynamics, pulse, and articulation. Juslin noted that the emotional communicative intent 
of each of the performers had a pronounced effect on all the expressive properties 
measured based on the analysis ofvarious cues (i.e. , tempo, articulation, and volume). In 
the decoding part of the experiment, 24 participants (12 trained musicians and 12 
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untrained listeners) listened to each melody and were instructed to rate the emotional 
expressions on five adjective scales. Juslin reported that the emotional expression of the 
performances had a highly significant main effect on the listeners (p < .00001) and they 
effectively discerned the intended emotion of the performers. 
Juslin' s (1997) findings provide critical groundwork for the current study in that 
performers conveyed emotion to listener's via expressive devices and that listener's 
perceived the same emotion using the same expressive devices. Juslin's research served 
as a foundation for subsequent studies in which the researcher sought to mathematically 
reveal performer' s emotional communication skills and listeners' perceptions of emotion 
by studying the use of acoustic cues to communicate emotions. 
In another study, Juslin (2003) sought to describe and outline performance 
expression through the development of a computational model that included generative 
rules, emotional expression, random variability, motion principles, and stylistic 
unexpectedness (GERMS), demonstrating that musicians perceived an emotion and 
conveyed it to listeners through a systematic method to teach expression. Juslin indicated 
that the five elements of this GERMS model dealt with aspects or essentials for 
expressive interpretation; whereas, a musical performance communicates the musical 
structure of the work, expresses emotion, demonstrates motor exactness, suggests human 
motion and gesture, and deviates from style expectations in aesthetic ways. 
Performers use variations of expressive properties in the communication process 
in which musicians perform an intended emotion and the listener perceives that emotion. 
In light of the GERMS model, the present study focused on the second component, 
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emotional expression; this researcher asked seventh-grade wind band students to perform 
expressing a particular emotion. In addition, three expressive cues (i.e., tempo, loudness, 
and style/note duration) from the GERMS model were used as the expressive properties 
in the current study. 
Emotional Expression in Performance 
The GERMS model of emotion is one aspect of musical expression that can be 
examined through code usage (Juslin, 2003 ). This model offers an explanation of rules 
that might apply to expressive performance instruction. The current researcher 
investigated the communication of emotional expression in seventh-grade wind band 
students' performance. Articles included for review here pertain to experienced pianists, 
experienced non-keyboard musicians, and inexperienced musicians' emotional 
performance. 
Emotional expression with experienced pianists. 
In a study by Gabrielsson and Lindstrom ( 1995), four pianists played two familiar 
tunes using a synthesizer and sentograph (a device used to measure pulse and emotion by 
applying pressure to a button). The pianists were asked to convey five emotions-happy, 
solemn, angry, soft/tender and no emotion-by varying articulation, tempo, dynamics, 
rhythm, and phrasing while keeping the timbre and pitches the same. Listening tests 
were given to three groups of musicians and two groups of psychology students. These 
groups listened to the renderings to determine which performance matched the intended 
expression. All the variables (articulation, dynamics, tempo, rhythm and phrasing) were 
analyzed discovering that the pianists employed a wide variation with these properties to 
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convey emotion to the listener. Generally, the following expressive variables were used 
to evoke the specified emotions: Angry: fast tempo, loud dynamic, slightly staccato 
articulation, legato upbeat. Happy: fast tempo, loud dynamic, use of ritard, staccato 
articulation, staccato upbeat. Soft/Tender: slow tempo, use ofritard, soft dynamic, steady 
timing, legato articulation, legato upbeat. Although, indifferent and solemn emotions 
varied more between the performers, generally, a medium tempo, steady timing, and 
legato upbeats were employed to express these emotions. Additionally, performers used a 
.ritardando in the solemn emotion performances. The synthesizer and sentograph 
performances were similar on the whole. Overall, the listeners distinguished the desired 
emotions with happy and angry being recognized better than the other emotions. 
Gabrielsson and Lindstrom pointed out that basic emotions, including anger and 
happiness, might be easier to convey and recognize than multifaceted emotions. 
Limitations of Gabrielsson and Lindstrom's (1995) research include treatment 
interventions that utilized a repertoire of well-known musical selections associated with 
familiar lyrics potentially influencing participant's responses in the study. Additionally, 
musicians were asked to perform melodies with emotional intent in a simulated non-
instructional setting. This present research was conducted in a classroom setting and 
incorporated unfamiliar melodies allowing the participants to convey an emotion based 
on their own understanding of a metaphor or imagery statement. Gabrielsson and 
Lindstrom concluded further study was needed using various instruments, music, and 
performers. 
In two related studies, researchers (Bhatara, Tirovoals, Duan, Levy, & Levitin, 
33 
2011; Juslin & Madison, 1999) examined performers' intended emotional communication 
and employed copy synthesis, a technique that extracts specific expressive features from 
a live performance and later uses those features to synthesize a new performance. 
Emphasizing the specific cue of timing patterns, Bhatara et al. (20 11) studied the 
listeners' ability to decode a performer's emotional communicative intent. In the first 
investigation, they gathered expert recordings of expressive performances of four Chopin 
nocturnes (two major, two minor tonalities), methodically removed the expressive 
variations in the MIDI computer file , and played two recordings (the initial expressive 
performance and the altered performance) to listeners who then rated them in terms of 
emotional expressivity. The expressive variation was realized through changes in 
dynamics, pedaling, and timing resulting in six sets of expression for each of the 
nocturnes . The participants rated the emotional level of the performances using a 
continuous scale. Bhatara et al. (2011) found that listeners of varying musical 
backgrounds could discern differences in timing and loudness; furthermore, there was a 
correlation demonstrating that the greater the musical experience, the greater the 
sensitivity and discernment for expressive communication. 
The second experiment utilized a pair of nocturnes (one major, one minor 
tonality) from the original study to investigate variations in timing and loudness . The 
researchers discovered that the listeners (N=11) had difficulty discerning additional 
changes in loudness and timing compared to the first experiment, indicating that the 
performers may have achieved a ceiling effect boundary of musical expression relating to 
these specific compositions. 
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The final experiment used the remaining pair of nocturnes (one major, one minor 
tonality) from the first study. Bhatara et al. (2011) independently manipulated the timing 
and loudness expressive properties. In other words, the loudness property remained 
constant while timing was changed and vice versa. The participants (N=20) listened to 
renderings and rated the emotional level of the recordings. A continuous slider scale was 
used again, but, this time, numbers were added to the marks on the scale in anticipation 
of increasing reliability of ratings from participants. Bhatara et al. discovered both 
timing and loudness communicated expressive performance; moreover, timing variations 
alone were more effective in conveying an emotional expressive performance than 
loudness variations alone. 
Like Bhatara et al. (2011), Juslin and Madison (1999) used copy synthesis 
methods to study musical emotional communication. Juslin and Madison asked three 
expert pianists to record two brief melodies communicating to the listeners the emotions 
of happiness, sadness, anger and fear. Juslin and Madison gradually eliminated tempo, 
dynamic, timing and articulation cues from performances to investigate how changes 
affected a listener's ability to interpret the intended emotion. Using four rating scales for 
the emotions of fear, anger, happiness and sadness, listeners (N=20) were to determine 
which emotion was being conveyed through the performances. Juslin and Madison 
indicated that tempo and dynamic cues yielded higher emotional communication results 
than timing cues; although, timing clearly had an influence when conveying emotion as 
evidenced by the removal of timing patterns from the other cues causing listeners to 
become less accurate in their ability to decode the intended emotion. Furthermore, 
timing patterns, without the employment of the other cues, produced a higher accuracy 
from the listeners than might likely be expected in relation to the emotions of fear and 
happiness. Therefore, Juslin and Madison concluded that the expressive property of 
timing was communicated to the listeners and contributed in conveying a performer's 
musical expressive intent. 
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As stated, Bhatara et al. (2011) and Juslin and Madison (1999) used copy 
synthesis in the systematic removal of expressive cues to determine how this process of 
elimination affected the listener's ability to interpret the intended emotion. Although the 
copy synthesis process yielded insights to expression, it is problematic in that 
performances can sound artificial to both listeners and performers. Importantly, Juslin 
and Madison (1999) replicated the results from an earlier study (see Juslin, 1999) of 
emotional expression using the piano suggesting all instrumentalists, regardless of the 
specific instrument performed, used the same communication cues. Additionally, they 
studied four broad, basic emotions utilizing two melodies that were void of preexisting 
emotional bias or prejudice. 
Bhatara et al. (20 11) articulated two elements of interest influencing the 
framework of the current study. First, pieces were selected that were composed with 
simplistic melodic and rhythmic content that allowed performers an opportunity for 
expressive interpretation without concern for technical demands. Second, Bhatara et al. 
used major and minor tonality pieces; performers rated the minor mode compositions 
more emotional than pieces in the major mode. Therefore, this researcher selected 
melodically and rhythmically simple excerpts within the perceptivity of seventh-grade 
participants and to avoid undue influence of a specific tonality, major-mode melodies 
were employed. 
Emotional expression with experienced non-pianist musicians. 
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As indicated earlier, pianists vary the same communication cues or expressive 
properties in performance in communicating an intended emotion to the listener (Bhatara 
et al., 2011; Gabrielsson & Lindstrom, 1995; Juslin & Madison, 1999). This researcher 
investigated emotional communication in expressive performance with non-pianists. 
Hence, research in emotional expression in performance employing a variety of non-
keyboard performers is included for review. 
Gabrielsson and Juslin (1996) researched the communication of expression in two 
studies involving nine professional, male musicians performing brief melodies. The first 
part of their study incorporated performances on flute, violin and voice; performances on 
the electric guitar were used in the second part. First, the performers were asked to 
record an expressionless performance and then in subsequent performances conveyed six 
different emotions (happy, sad, fearful, angry, tender, solemn) by varying articulation, 
tempo, dynamics, rhythm, vibrato, timing, attack, and phrasing as needed. The melodies 
were recorded and three listening experiments ensued with four groups of listeners of 
varying age, gender, and profession. The listeners judged the performances using a scale 
from 0 to 10 with regard to specified emotions. 
Overall, the listeners were successful in identifying the intended emotion; females 
decoded the intended emotion slightly more successfully than males. Supporting 
Gabrielsson and Lindstrom (1995), basic emotions (i.e., happy, angry, sad) seemed to be 
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easier to convey than other emotions. The performers' expressive intent showed a 
significant effect on the expressive variables employed without regard to the instrument, 
melody or performer. Each performer used the variables in similar manners, while 
demonstrating individual performance differences as well. The researchers offered a 
summary of the emotional expressions: 
Happiness is expressed by means of fast tempo, moderate variations in timing, 
moderate to loud sound level, tendency to (relatively) sharpen contrasts between 
"long" and "short" notes (as in dotted patterns), mostly airy articulations, rapid 
tone onsets, bright timbre, fast and light vibrato (electric guitar). 
Sadness: slow tempo, relatively large deviations in timing, low or moderate sound 
level, tendency to (relatively) soften contrasts between "long" and "short" notes, 
legato articulation, slow tone onsets, slow and deep vibrato, flat intonation in 
bending (electric guitar). 
Anger: fast tempo, loud sound level, tendency to (relatively) sharpen contrasts 
between "long" and "short" tones, no final ritard, mostly non-legato articulation, 
very sharp tone onsets, harsh timbre, distorted tones. 
Fear: highly irregular tempo, very large deviations in timing, low sound level, 
large dynamic variation, mostly staccato articulation, fast and intense vibrato (fear 
was used only with the electric guitar). 
Tenderness: slow tempo, relatively large deviations in timing, low sound level, 
tendency to (relatively) soften contrasts between "long" and "short" notes, legato 
articulation, slow and soft tone onsets, soft timbre, intense vibrato (electric 
guitar). 
Solemnity: moderate to slow tempo, relatively small deviations in timing, 
moderate or loud sound level, mostly sharp tone onsets. 
No expression: moderate tempo, smallest deviations in timing (sometimes all 
tones equalized in duration), moderate and uniform sound level, no final 
ritardando, neutral onsets, no vibrato, and "cold" timbre (violin). (pp. 86-87) 
Also noteworthy was the acknowledgement that certain musical instruments were more 
suitable for expressive communication (i.e., a trombone can convey sadness with a slow, 
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descending, low-pitched glissando more easily to a listener than other instruments). 
However, Gabrielsson and Juslin (1996) suggested musicians as a whole responded to 
expressive properties similarly regardless of their instrument, performance discipline, or 
musical style. Gabrielsson and Juslin recommended investigating a child's ability to 
decode the expressive elements of basic emotions as well as examining whether that 
ability increases or not as the child develops and ages. Examining the developmental 
abilities of children may offer valuable insight for music education in determining age-
appropriate musical expression pedagogy. 
Gabrielsson and Lindstrom (1995) and Gabrielsson and Juslin (1996) 
incorporated happy, sad, and angry emotions in their research; the current study based, in 
part, the instructional conditions on the same three emotions. Furthermore, Gabrielsson 
and Juslin (1996) noted the need to study the effects upon participants performing on 
other instruments. Thus, this researcher selected a participant population to include a 
variety of wind band instrumentalists. 
In a similarly focused study, Juslin (2000) replicated parts of the 1997 study, 
seeking to mathematically reveal performers ' emotional communication skills, listeners' 
perception of emotion, and studied the use of acoustic cues to communicate emotions. 
Thus, Juslin took the study of communication of emotion a step further by adding code 
usage to the body of research. Three professional electric guitarists recorded two 
replications of three brief melodies to communicate anger, sadness, happiness, and fear. 
University students (N= 30) listened to all 72 performances and rated them on adjective 
scales. Juslin reported that performers achieved emotional communication to listeners; in 
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fact, various emotions were associated with differing patterns of expressive properties, 
whereas both the performers and listeners perceived "anger with fast tempo, very high 
sound level, legato articulation, small articulation variability, and a lot of. .. energy; and 
sadness with slow tempo, low sound level, legato articulation, small articulation 
variability, and little ... energy" (Juslin, 2000, p. 1808). Finally, Juslin stated that even 
though the guitarists differed regarding their ability to communicate particular emotions 
they were all successful in communicating emotion in all three of the melodies and their 
communication was consistent in their replication of the melodies. 
Concerns with Juslin's (2000) investigation were similar to the weaknesses of 
Gabrielsson and Lindstrom's (1995) study in that participants listened to several well-
known melodies associated with emotional lyrics. Performers and listeners may have 
been influenced by familiar lyrics. In an effort to strengthen the present design, this 
study selected melodies that did not have lyrics commonly attached to them and were less 
familiar melodies to the participant population. An additional limitation of Juslin's study 
was that performers were asked to perform melodies with a given emotion creating a 
simulated music-making environment. In contrast, this researcher conducted research in 
a natural classroom setting. Finally, Juslin investigated five expressive cues; this study 
included three of the five cues, or properties, (i.e., tempo, loudness, and style/note 
duration) that Juslin examined . 
. Emotional expression with inexperienced musicians. 
An emphasis in this present study investigated emotional communication with 
inexperienced musicians. Children of all ages communicate emotion in their natural 
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expression every day (Adachi & Trehub, 1998). Young performers demonstrated the 
ability to alter their emotional communication in a study by Adachi and Trehub (1998). 
They asked participants, aged 4-12 (N=224 ), to sing a familiar song, tell a story to make 
the listener happy then sad, compose a song to bring about the same emotions, and 
finally, sing the previous familiar song both happy and sad. The participants' 
performances were then video-recorded to extract facial expressions, musical cues, and 
.gestures. The musical cues of tempo, dynamics, and pitch differences were calculated and 
analyzed. Adachi and Trehub concluded that listeners perceived the performed emotional 
modifications made by the participants; additionally, participants, regardless of skill or 
age used tempo, dynamics, pitch, and facial appearance to convey emotion rather than 
legato, staccato, or major/minor modes. 
Adachi's and Trehub's (1998) sample represented a wide age range (ages 4-12) in 
which many developmental changes occur. Additionally, they noted that age level 
correlated to the participants' musical knowledge. To circumvent this matter, this study 
exclusively utilized seventh-grade participants with a mean age of 12:5 (years: months; 
range= 11:1 - 13:1 ). Adachi and Trehub' s design centered on the basic emotions of 
happiness and sadness and very familiar literature to reduce potential cognitive 
requirements. The current researcher further examined emotional expressive performance 
by incorporating the emotions happy, sad, and angry into the imagery/metaphor 
statements. To reduce the cognitive difficulties, technically appropriate melodies for the 
seventh-grade musician were selected. 
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Teaching and Learning Musical Expression 
Expressivity is an essential element in a musical performance; thus, it should be a 
key instructional priority for music educators and this study examined the relative 
effectiveness ofthree diverse instructional conditions. In this section, studies about 
teaching expressive performance and practice strategy with experienced musicians will 
be reviewed. Finally, research dealing with expressive teaching strategies with 
inexperienced musicians will be examined. 
Expressive performance with experienced performers. 
Woody (2000) surveyed university music majors (N=46) to investigate 
expressivity instruction and learning in music performance. Most of the participants 
reported expressivity as a crucial aspect of performance. Regarding when they learned 
about expressivity, 48% indicated they became interested in expressive performance in 
high school or later and 37% of the participants indicated that modeling live or recorded 
performances was the manner they learned about expressivity. Additionally, participants 
reported that expressivity was learned primarily through private instruction as opposed to 
ensemble instruction. Considering if verbal instruction or aural modeling was used as an 
expressivity instructional strategy, 61% of the participants indicated verbal instruction 
was the primary teaching strategy used while 39% reported that aural modeling was used 
more. The final portion ofthe study pertained to practicing expressivity. Woody found 
that participants used a larger amount of practice time on felt emotion when they studied 
with teachers who used modeling teaching strategies compared to instructors who used 
verbal teaching strategies. 
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Much like Woody's (2000) study, Lindstrom, Juslin, Bresin and Williamon 
(2003) asked conservatory students (N=135) from England, Italy and Sweden to 
participate in an exploratory study to ascertain instructional trends that could influence 
the development of new teaching strategies in musical expressivity. A questionnaire was 
designed to discover participants' definitions of expression, techniques for practicing 
expression, teachers' strategies used to elicit expression, and thoughts on new 
instructional approaches to musical expressivity. Lindstrom et al. found that 44% of the 
music students defined expressivity as conveying emotion and performing with passion. 
Participants indicated that expressivity was the key attribute of a performer, corroborating 
Woody 's (2000) findings, but there was considerable variability in how much time 
students devoted to practicing expressive skills versus technical skills. College music 
majors responded that their teachers used metaphor to teach expression more than aural 
modeling and felt emotion. Finally, when asked about the viability of computer-generated 
feedback for improving their musical expression, students expressed doubt and 
uncertainty. 
Questionnaire studies may have validity and reliability issues due to the nature of 
the self-reported data (Woody, 2000) and often participants can be vague or find 
difficulty in verbalizing thoughts (Lindstrom et al. , 2003); nevertheless, both studies offer 
insights into the trends of teaching performance expressivity. Woody (2000) reported 
that almost half of the participants in his study began to focus on expressive skills in high 
school. In contrast to Woody (2000), Lindstrom et al. (2003) stated that the European 
students in their study began considering expressivity at the mean age of twelve. Woody 
43 
also noted that expressive skill development primarily occurred in private lessons as 
compared to an ensemble or music class setting. Both of these findings caused the 
researcher to consider what students might achieve if instructional conditions focusing on 
music expressivity were initiated with technical skill development beginning in a seventh 
grade (mean age of 12) wind band setting. The present study investigated three 
instructional conditions (concrete verbal instruction, aural model, and metaphor/imagery 
statements), furthering investigation into the expressive instruction trends established in 
these questionnaire studies. 
Lindstrom et al. (2003) and Woody (2000) supported Marchand (1975) in that 
expressivity is a vital part of performance, and that expressive performance can be 
learned. The discovery and expository teaching strategies were studied by Marchand 
(1975) to determine which method would bring about greater performance expressivity in 
non-music major college students (N=89). The participants were assigned to one of three 
groups: discovery, expository (verbal), and control. The researcher taught two treatment 
groups while an experienced music specialist taught the control group. After comparing 
the pretest and posttest scores, Marchand (1975) indicated that expression can be learned, 
and that both instructional strategies had the same result in learning expressive 
performance. Participants' previous musical knowledge and skill were factors in how the 
teaching strategies were received; the students with the greatest experience responded to 
the verbal instruction, while the musical exploration strategy was received strongly by 
those with less experience. At the same time, students who received the discovery 
approach enjoyed music learning more than those receiving expository instruction. 
44 
The research discussion most relevant to the present study was that less 
experienced students benefited by the discovery approach in contrast to verbal 
instruction. It was expected that a similar effect would be revealed in the current study 
regarding the verbal teaching condition compared to the modeling and imagery/metaphor 
instructional conditions. While Marchand (1975) corroborated earlier findings (Chester, 
2008; Dickey, 1991; Henley, 2001; Hewitt, 2001; Rosenthal, 1984; Rosenthal et al., 
1988; Skadsem, 1997; Woody, 2006) indicating that expressivity is a learnable skill, the 
researcher offered little detail into the process of acquiring the skill. 
In contrast, Skadsem (1997) offered insights into how the expressive property of 
loudness was learned by studying verbal instructional strategy, written instruction, 
changes in conducting gesture, and dynamic change in regard to individual singers' 
sudden dynamic responses. University and high school vocalists (N=144) performed in 
tandem with multiple renderings of a folk song as they reviewed the musical score, 
viewed a conductor's video for gestural information, viewed a conductor's video for 
verbal instruction, and listened to a choral performance. A choir recorded a familiar folk 
song at a medium dynamic level, which served as the stimulus tape. Different 
instructional strategies were tested as individual singers' responses were recorded. At the 
conclusion of the treatment, singers filled out a post-treatment survey on their performing 
and conducting background and rated their perception of effectiveness of the four 
conditions. Skadsem reported greater dynamic variation occurred after verbal instruction 
contradicting the participants' survey responses, as the singers identified conductor 
gesture as the best way to communicate dynamics . . 
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The most specific understanding into musical expressivity in performance 
Skadsem (1997) offered was that changes in volume were most significant in the verbal 
teaching strategy, consisting of concise statements, compared to the written and 
conducting strategies. Thus, dynamic changes were investigated as this researcher 
employed concise instructions in the concrete musical instruction condition of the present 
study. A challenge in Skadsem' s design was the potential for affects caused by the 
excerpt ordering and resulting previous instruction. To circumvent excerpt-ordering 
affects, this researcher rotated the order in which the expressive instructional conditions 
were given. A final insight into the learning of expressivity is the relevance of technical 
proficiency; the present researcher, based on the conclusions of Skadsem, allowed the 
participants to rehearse and practice excerpts prior to the treatment in order for the 
·participants to become comfortable with the technical demands of the pieces. 
In a related study offering detail into the verbal instructional strategy, Rosenthal 
(1984) investigated teaching strategies integrating both aural model and verbal 
instruction. The researcher used verbal and aural model, aural model only, guide only, 
and practice only conditions to examine the relative effectiveness of four instructional 
strategies on university music education instrumentalists' (N=44) music performance. 
Rosenthal considered pitches, rhythm, dynamics, tempo, and phrasing/articulation. The . 
participants were randomly placed into strategy groups and were asked to listen to a tape; 
then the participants, except the practice only group, were given three minutes to practice 
a composition, and finally given a treatment strategy. The participants, in the practice 
only group, were permitted to rehearse the piece for ten minutes. After the assigned 
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practice time, the students recorded an etude and independent observers evaluated their 
taped performances. 
The participants' scores were assessed and the researcher ascertained that there 
were significant differences among the groups regarding notes (p < .02), rhythms 
(p < .05), dynamics (p < .05), and tempo (p < .05); however, there were not significant 
differences concerning phrasing (p < .90; ns) and articulation. Rosenthal (1984) 
determined the students in the model only strategy group yielded the highest results 
followed by the combined verbal and aural model condition. Scores were found to be less 
significant in the guide only and practice only groups with the guide only participants 
outperforming the practice only group in dynamic and tempo expressive properties. 
Two key factors were noted from Rosenthal ' s (1984) study: (a) further modeling 
research is needed with younger students, and (b) participants can easily become 
overwhelmed with extensive written directions. Therefore, this researcher investigated 
the concrete instructional condition with seventh-grade musicians incorporating concise, 
articulated statements for participant understanding. 
Woody (2006a) also studied verbal and written instruction when he compared the 
effects of aural modeling, concrete musical instruction, and verbal instruction using 
imagery/metaphor on the expressive performance of college pianists. Half of the 
participants were advanced pianists citing piano as their major applied instrument and the 
other half were capable pianists but piano was not their main instrument. Equivalent 
instructional materials were created for each instructional condition. In the creation of 
the imagery instructional materials, seven university instructors provided metaphors and 
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analogies appropriate to teach three melodies. Then, a panel of 12 musicians ranked the 
imagery/metaphor statements for each melody and determined the best imagery/metaphor 
statements for inclusion. In the creation of the aural model instructional condition, three 
expert pianists played and recorded MIDI files of the melodies three times using the 
imagery/metaphor statements as guides. The aural model was selected using a 
mathematical mean of all nine performances in order to determine which recording 
represented the most typical, average, expressive performance. Woody examined the 
same aural recording creating the concrete musical instructional condition by adding 
expression markings to the printed music. 
Each pianist (N=36) recorded a baseline MIDI performance of three melodies. 
The participants received one instructional condition on each of the three melodies and 
subsequently recorded a concluding performance. The MIDI files containing the first and 
last performances provided pretest/posttest data to measure the expression in 
performance. Woody (2006a) concluded that university pianists could adjust to a variety 
of teaching conditions of expression in performance; however, no condition consistently 
came to the forefront as the strongest instructional approach. Moreover, Woody noted 
that each teaching condition had strengths and weaknesses associated with the character 
of the music and the pianists. The pianists demonstrated differing results based on their 
skill level, development, and musical experience. Woody suggested that general 
expressive information might best be communicated with metaphor and imagery 
statements while concrete musical instruction, possibly used with aural model, conveyed 
better detail. 
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As previously noted, Woody's (2006a) research established the core structure for 
the current study in that this present study utilized the independent and dependent 
variables ofhis study. Additionally, the current study for seventh-grade wind band 
participants was based, in part, on Woody ' s instructional materials and methodology. 
Expressive performance practice strategies with experienced 
musicians. 
Though the current study did not deal specifically with practice strategies, the 
importance ofRosenthal, Wilson, Evans, and Greenwalt's (1988) and Henley ' s (2001) 
investigations involving practice strategies are included in this literature review because 
the modeling condition mirrors the aural model instructional condition in the present 
study. Using a pretest/posttest design, Rosenthal et al. ( 198 8) investigated the effects of 
five practice strategies on college instrumentalists ' (N=60) expressive performance of a 
composition. Participants were assigned to one of five strategies: modeling, singing, 
silent analysis, free practice, and control. Each participant was requested to briefly 
rehearse a composition utilizing the assigned strategy. After receiving the treatment, the 
participants played through the composition; then recorded a final performance. 
Rosenthal et al. (1988) evaluated each participant's performance in terms of 
correct notes, rhythms, and expressive properties (phrasing/dynamics, articulation and 
tempo). The evaluators' phrasing and dynamic scores were significantly higher 
(p < .001) in contrast to the notes (p < .40(ns)) and articulation scores (p < .25(ns)). 
Rosenthal et al. employed complex excerpts and a short amount of practice time; these 
two factors may have inhibited the participants ' ability to give attention to expressive 
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elements. However, they reported significant differences (p < .05) in practice strategies 
for all expressive properties except articulation. The modeling practice strategy was 
found to be the most significant condition for demonstrating mastery in expressive · 
performance of the selection. 
In another study on the modeling practice strategy, Henley (2001) explored the 
expressive property of tempo in high school wind band player' s (N=60) performances. 
Three tempo patterns were considered: performance tempo, steady increase of tempo, and 
alternating speed. The experiment was designed to use six groups (one group for each 
tempo condition with a model and one for each tempo condition without a model) . 
Participants were sequentially assigned to one of six groups and asked to perform a 
composition excerpt totaling eight repetitions (pretest, six repetitions per the recorded 
instructions, and a posttest). Henley reported that the recorded model yielded 
significance over the non-model condition in regard to rhythm and tempo but not pitch 
discrimination. 
Rosenthal, Wilson, Evans, & Greenwalt (1988) and Henley (2001) highlighted 
two important elements in the present study. Violinists were enlisted to create the 
recorded models in an effort to reduce single instrument model bias. Acknowledging 
Rosenthal et al. (1988) and Henley ' s (2001) attempt to minimize model bias, the current 
study's aural model was performed by a single, non-wind band instrument. The aural 
models in the current study, like Woody's (2006a) study, were recorded by a pianist. 
Furthermore, the current study extended modeling instructional condition research 
regarding performance expressivity based on Rosenthal (1984), Rosenthal et al. (1988), 
and Henley (200 1) results that modeling aids in expressive playing. 
Expressive performance with inexperienced musicians. 
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The specific emphasis ofthe current study was related to expressive performance 
with inexperienced musicians and four researchers focused their investigations on 
expressive performance teaching strategies with inexperienced musicians (Chester, 2008 ; 
Dickey, 1991 ; Hewitt, 2001 ; Morrison, Montemayor & Wiltshire, 2004). 
Chester (2008) examined the effects of three instructional strategies upon middle 
school instrumentalists' (N=51) performance expression skills of articulation, dynamics, 
and ritardando markip.gs. She employed a design engaging a control and three instruction 
treatment groups including modeling, analytical definitions, and imagery statements. 
Students were assigned to one of four treatment groups and recorded a pretest of two 
researcher-created melodies. Each treatment consisted of approximately 20 minutes of 
instruction with the control group rehearsing the excerpts independently for 20 minutes . 
Following the instruction or practice time participants individually created a posttest 
recording. 
Three evaluators rated students' pretest and posttest performances based on a 
researcher-created rubric. Chester reported an increase in mean scores for each of the 
instructional strategies with the modeling strategy producing the highest mean average of 
the four approaches compared to the control, thus indicating modeling may prove 
beneficial with inexperienced musicians. 
Chester (2008) suggested that the small number of participants and a limited 
period of time frame hindered obtaining statistically significant results. Additionally, 
several design flaws cause validity concerns. Chester included multiple expressive 
properties in the researcher-created melodies. In the current study, one of each 
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expressive property (loudness, tempo, style/note duration) per melody was examined in 
each melody allowing for clearer result comparisons between the pretests and posttests. 
To encourage stronger validity than Chester' s researcher-created melodies, the present 
research melodies were based upon folk tunes from Band Expressions, Book One (Smith, 
2003) insuring that the literature was peer reviewed and found to be in the students ' 
technical performance abilities. Additionally, Chester investigated three grade levels 
causing maturation concerns; in an effort to enhance the internal consistency reliability of 
the current study, the participant population was selected from seventh-grade musicians 
who had received fewer than two years of wind band instruction. Moreover, Chester 
presented the teaching condition en masse to each group and then participants recorded a 
posttest individually; thus, the participants who played the posttest first had a possible 
advantage to those who played it last due to potential lack of treatment retention. This 
researcher administered the EPP (pretest, the instructional condition, and the posttest) in a 
single session, one participant at a time, minimizing concern for retention influences. 
Aural modeling and verbal instruction, consisting of explanations combined with 
figurative language, was compared by Dickey (1991) in a middle school wind band 
instructional setting. The purpose, of the 1 0-week study, was to determine which teaching 
strategy yielded better results in regard to melodic musical perception skills, kinesthetic 
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skills, and ear-to-hand skills. The participants (N=128), from four schools, took a pretest 
then were split into two treatment groups comprised of two intact-classes per treatment 
group. Each treatment group was given a different composition arranged for middle 
school performers to be rehearsed and videotaped. Three posttests, Test of Kinesthetic 
Response to Rhythm in Music (Froseth, 1985), Intermediate Ear-to-Hand Test (Froseth, 
1982), Test of Musical Discrimination (Froseth, 1983), were administered. Five 
videotaped sessions from each class were selected and reviewed by two judges to 
document the percentage of each class period spent on verbal or modeling instruction. 
Posttests were administered and statistically significant differences were discovered in 
the two groups. The modeling strategy yielded significant improvement in the ear to 
hand skills (aural model) and kinesthetically, but his findings on modeling were 
inconclusive in regard to general musical discrimination skills of expressive properties 
(i.e. , tempo, rhythm, phrasing, expressive nuance, intonation) potentially due to a weak 
measurement instrument. 
In contrast to Rosenthal (1984) and Rosenthal et al. (1988), Dickey did not find 
modeling a superior instructional method but he found it effective enough to suggest that 
modeling should be used in the classroom. Conversely to Chester (2008) and Dickey's 
(1991) use of individual student participants, Morrison et al. (2004) studied modeling in a 
full ensemble instructional context with students in three junior and two senior high wind 
band ensembles measuring performance accomplishments (including the expressive 
properties of articulation and dynamics), self-critiques, and personal perspective in a five-
week study. Each ensemble weekly rehearsed their two selected pieces for comparable 
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amounts of time, one with a model and one without. When rehearsing the composition 
with the expert model, once each week participants listened to the expert recording while 
following their parts as well as completing a self-evaluation. On one additional day of the 
week, a specific musical excerpt was played as part of a lesson plan modeling 
components to be rehearsed that day. There was no model recording of the other selected 
composition. Pretest and posttest recordings were made of both compositions. 
Five experienced instrumentalists accessed the performance using identical 
criteria found in the student self-critiques. Adjudicators found no difference in ensemble 
achievement between model and non-model teaching strategies but the participants 
indicated higher personal performance achievement in their self-critiques. More specific 
effects were found in the individual free response evaluations. Inexperienced participants 
offered more references to expression than the high school participants perhaps because 
they needed help in transferring the aural ideas from the expert recording into actual 
expressive and technical skill. 
Morrison et al. (2004) acknowledged that individuals may have attained musical 
achievement but those achievements were not explicitly measured, thus reinforcing the 
need for examination of effective instructional conditions with individual students. 
According to Morrison et al., middle school participants responded more favorably to the 
use of aural model instruction than high school participants indicating further cause for 
additional investigation into instructional conditions to potentially broaden the scope of 
instructional delivery methods for middle school wind band students. 
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In a related study investigating middle school wind band students, Hewitt (200 1 ), 
studied the effects of expert model recordings, self-critiques, and listening on junior high 
wind band students' performance accomplishments and personal perspective about 
practice. Participants (N=82) were assigned to one of eight treatment groups. The first 
week of the nine-week study was used to introduce an etude recorded by university music 
majors; in the second week, a pretest was given. The treatment took place during the third 
through seventh weeks. During week eight, the posttests were performed and during the 
final week, 24 randomly selected participants were interviewed on videotape. Three 
judges evaluated student performances. In agreement with Rosenthal (1984) and 
Rosenthal et al. (1988), Hewitt reported that listening to an expert model yielded an 
increase in participants' achievement when performing with the expressive properties of 
tone, technique/articulation, timing patterns, tempo, phrasing, and performance overall. 
Hewitt's (2001) preparation for materials established a framework in the selection 
of melodic excerpts for the present study in that materials (a) integrated a variety of age-
appropriate technical elements, including a diversity of note durations, dynamics, 
rhythms, and a limited melodic range; and (b) had comparable instrument specific 
demands (i.e. flute verses trombone) for each of the participants involved. Additionally, 
three expert middle school wind band educators were consulted for consensus that all 
three melodies met the prescribed expectations for inclusion of each melody in the 
current study just as Hewitt did in his study. 
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Summary of Literature Review 
Several predominant themes were revealed in this literature review. Researchers 
have studied expressive properties including meter, phrasing, timing, dynamics, and note 
duration, finding those properties to be varied in expressive performance. Additionally, 
mental representations have been researched discovering more about music expression in 
performance. One trend to tmderstanding expressivity involved the study of 
commtmication of emotion as a problem that can be examined through code usage. The 
current researcher extended these basic understandings of musical expression in 
performance specifically by examining the expressive properties of tempo, dynamics, and 
style/note duration with middle school wind band students. As evidenced in this review 
of literature, the level of expression and the degree of expressive detail was 
proportionately related to the experience level of the performer and a performer's ability 
to perform multiple expressive properties simultaneously and was commensurate to their 
musical development, maturity, and experience. These findings tmderscore the need to 
limit the expressive properties in the melodies and use age-appropriate musical 
compositions within the study. 
Studies have been conducted in which musicians of varying ages and skill levels 
were able to commtmicate intended emotion in expressive performance through 
variations in expressive properties including tempo, style/note duration, and volume. 
Additionally, it was documented that emotions were effectively communicated using a 
variety of musical instruments. There is limited research with musicians using wind band 
instruments to convey emotions. Nevertheless, the previously cited researchers shaped 
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the design of the current study regarding participant population, emotion-oriented 
statements to be included in the imagery/metaphor teaching condition, and melody 
selection criteria. This study investigated seventh-grade wind band participants with a 
mean age of 12:5 to limit validity maturation threats due to Adachi and Trehub ' s (1998) 
age-related changes discussion. A common thread in emotional research (Adachi & 
Trehub, 1998; Juslin & Madison, 1999; Gabrielsson & Juslin, 1996) is that listeners ' 
perceive basic emotions easier than other emotions because they are easier to discern. 
Therefore, imagery/metaphor statements attached to three basic emotions (i.e., happy, 
sad, anger) were used in the current study's imagery/metaphor teaching condition. The 
previously reviewed articles provided critical suggestions for melody selection in the 
current study. Adachi and Trehub 1998 and Bhatara et al. (20 11) influenced this study to 
use melodically and rhythmically simple tunes to reduce potential influence due to 
technical difficulties in the melodic content. Several researchers (Gabrielsson & 
Lindstrom, 1995, Juslin & Madison, 1999; Juslin 2000) noted additional challenges with 
melodies having emotional predispositions; thus the melodies in the current study were 
unfamiliar melodies. In an effort to avoid tonality influence noted by Bhatara et al. 
(2011), the current study utilized excerpts in the major tonality . 
Teaching musical expression has been the focus of recent research. Researchers 
have studied a variety of teaching strategies including aural modeling, concrete musical 
instruction, and teaching using metaphor and imagery. Musical expression in 
performance has been positively effected by the use of concrete instruction (written and 
verbal), verbal instruction using metaphor and imagery statements, and the use of aural 
model. 
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Marchand (1975) found that both the discovery approach and the verbal 
instructional approach yielded significant gains in teaching expression .. According to 
Skadsem (1997) the verbal instructional strategy brought significant change in regard to 
sudden dynamic changes. Rosenthal (1984) investigated another teaching strategy, aural 
model, and concluded that the use of aural model increased participants' expressive 
performance. Henley (200 1) and Rosenthal et al. (1988) studied practice strategies for 
expressive performance and found that aural model improved expressive performance. 
Woody (2006a) didn't seek to find a superior teaching condition but suggested that a 
written concrete musical instruction condition combined with an aural model 
communicated greater detail in expressive performance; whereas, metaphor and imagery 
led to better achievement in communicating widespread or generalized expressive 
information. 
A few researchers studied instructional strategies regarding expressive 
performance with inexperienced performers including Chester (2008) and Dickey ( 1991) 
who examined the imagery and metaphor teaching strategy. Additionally, they along 
with Hewitt (2001) investigated the modeling teaching strategy and found the use of aural 
model increased inexperienced participants' expressive performance. Morrison et al. 
(2004) found no change in expressive ensemble performance when aural model was used; 
however, noted that inexperienced students responded to the model instructional 
strategies more positively than high school students. It was found that inexperienced 
musicians might benefit from (a) additional verbal explanation to balance their lack of 
knowledge and experience, and (b) extra practice time to allow for content mastery. 
Additionally, researchers suggested implementing pedagogically age-appropriate 
performance expression instructional strategies with inexperienced musicians. 
Previously cited researchers provided important foundational framework for the 
instructional conditions in the current study Ci:e., concrete musical instruction, aural 
model, and metaphor/imagery). In the verbal teaching strategy of Skadsem's (1997) 
study, the instruction was given using concise statements, in contrast to Rosenthal's 
(1984) investigation in which the participants became overwhelmed with extensive 
directions. Although Rosenthal's treatment was presented in a written context and 
Skadsem's treatment was verbal, the present researcher employed concise written 
instruction with verbal explanation in the concrete musical instruction condition. 
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A voiding excerpt order concerns noted by Skadsem, this study rotated the order in which 
the melodies and conditions were given. Another detail illuminated through the reviewed 
research (Rosenthal, Wilson, Evans, & Greenwalt, 1988; Henley, 2001), was model bias. 
To reduce model bias, the model for the current study was performed and recorded by a 
pianist instead of one of the various instruments comprised in wind band instrumentation. 
Chester (2008) influenced several elements in the current study that included the 
design feature of examining one of each expressive property (loudness, tempo, style/note 
duration) per melody and the administration of the EPP in a single session. Additionally, 
Chester indicated that the melodies selected may not have been sufficiently age-
appropriate, thus the melodies in the present study were based upon folk tunes from Band 
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Expressions, Book One (Smith, 2003) insuring that the literature was in the student's 
technical performance abilities. Reflecting the need for age-appropriate literature, Hewitt 
(200 1) established a framework for the selection of melodic excerpts used in the present 
study. 
Finally, the research available regarding middle school wind band expressive 
performance is scarce. The literature reviewed has reinforced the need for further study 
of expressive instructional conditions with inexperienced wind band students to 
understand possible strengths and weaknesses of concrete musical instruction, verbal 
instruction using metaphor and imagery statements, and aural model instructional 
conditions, as well as, shaped the design of the current study. 
Chapter III 
Methodology 
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The purpose of this One-Group Pre-Test-Post-Test (Creswell, 2009) investigation 
was to examine the relative effectiveness of three diverse instructional conditions (i.e., 
AM - aural modeling, CM - concrete musical instruction, and MI - verbal instruction 
using imagery and metaphor) on seventh-grade music students' expressive performance. 
This study was based, in part, on Woody's (2006a) research; it adapted Woody's research 
consisting of a pretest recording, an instructional condition, and a posttest recording 
(identified in the present study as the expressive performance procedure- EPP) followed 
by computer analysis of the loudness, tempo and style/note duration expressive 
properties. Thus, no paper and pencil tool or instrument was used. The present study's 
· EPP instructional conditions were developmentally appropriate instructional materials 
with three melodies incorporating one of each expressive property (the dependent 
variables of loudness, tempo, style/note duration) per melody. These melodies were 
assigned an intended emotion (i.e. , happy, sad, angry), and instructional conditions were 
created. 
The instructional conditions based on Woody ' s (2006a) research, representing the 
three levels of the independent variable, were administered as follows: (a) in the AM 
condition, participants viewed the printed notation of each melody, void of expressive 
markings, while listening to the expressive model performance; (b) in the CM condition, 
participants viewed the selected melody with notated elements of expression and received 
verbal explanations of the corresponding markings; (c) in the MI condition, participants 
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viewed the unmarked melody with one imagery or metaphor statement indicated beneath 
the melody and the researcher articulated the imagery statement out loud. 
This chapter addresses participant eligibility and selection, the melodies used in 
the instructional conditions incorporating one of each expressive property (loudness, 
tempo, and style/note duration) per melody, and the creation of developmentally 
appropriate instructional conditions. Additionally, the procedures for the EPP data 
collection, and data analysis will be defined in detail. 
Participants 
The participants were 60 randomly selected students (N= 60; 29 boys, 31 girls ; 30 
brass players, 30 woodwind players) with a mean age of 12:5 (years: months; range= 
11:1- 13:1) from two seventh-grade wind band programs located in Cobb County, 
Georgia. The participants had received fewer than two years of wind band instruction in 
an effort to control any differences in the characteristics, experiences, and performance 
abilities of each participant. Based on data provided by the Georgia Department of 
Education (2012), the demographics of the participating middle schools were : 10% of 
Hispanic descent, 1% of American Indian descent, 8% of Asian American descent, 17% 
of African American descent, 5% of two or more races descent, and 59% of Caucasian 
descent. All participants spoke English as their primary language in the classroom. The 
participant population, from the two middle school wind band programs, represented 
students with diverse academic ability levels, including 3% of students who received 
special education services for learning disabilities, and 87% of students who achieved 
. appropriate or higher than age level academic scores. Additionally, the two band 
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programs were selected from neighboring schools so that they demonstrated similarity in 
teaching practices and performance achievement. 
Recruiting procedure. 
Upon gaining approval from Boston University ' s Institutional Review Board and 
school district permission to commence research, participants were recruited from four 
wind band classes (excluding percussionists) from two middle school band programs in 
Cobb County, Georgia. Permission was sought by initially contacting school district 
officials, principals, and band directors, providing a description of the study, and asking 
for their permission to perform the study. Once permission was given from the school 
district, principals, and band directors, the researcher went into the classrooms and 
explained the study to the band students. Then a Letter of Informed Consent (see 
Appendix E) and the Participant Information Form (see G) were sent home with 
approximately 200 students enrolled in the participating band classes. To allow for 
adequate consideration for participation, students were asked to return the consent form 
and the participant information form within three days. Parents received an additional 
copy of the consent form to keep as a reference and reminder of the information 
conveyed. After the students returned the signed Letter of Informed Consent and 
completed the Participant Information Form, and before they began their EPP, they 
verbally gave assent to the researcher indicating their agreement to participate in the 
study. 
63 
Participant eligibility and selection. 
Student participants were eligible for the study if they: a) were enrolled in one of 
the four band classes in the two participating middle school band programs in Cobb 
County, Georgia; b) returned the signed Letter of Informed Consent (see Appendix E) 
and completed a Participant Information Form (see G), that was distributed by the · 
researcher on the first site visit; c) had received private lessons or ensemble wind band 
instruction for fewer than two years; and d) gave verbal assent to the researcher after 
returning the completed and signed Letter of Informed Consent and the Participant 
Information Form. For the purposes of this study, percussionists were excluded from the 
participant population due to the acoustic variability of percussive articulation and 
sustained note durations, compared to those of wind instruments. The final EPP 
population (N=60) was selected by drawing a simple randomized sample, via a chart 
created by tools available at www.randomizer.org (Urbaniak & Pious, 2012). A 
randomized sample population from the two band programs was used in an effort to 
minimize classroom instruction intrusion and to obtain a cross section of participants that 
was not overly influenced by one specific teacher. Due to time restraints and the fact that 
the expressive performance training occurred during the scheduled band class 
instructional time, students not participating in the expressive performance research were 
not offered expressive performance training, rather, continued in their regular class 
instruction. 
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Creation of Instructional Condition Materials 
The melodies for the expressive performance procedure. 
To insure that the melodic content was within the students' technical performance 
abilities, the three melodies to be used in the study (Figure 3) were simple melodic lines 
in a major mode, rhythmically elemental, and were based on public domain folk tunes 
included in Band Expressions, Book One (Smith, 2003). 
Melody #1 
' ~ 1' I r E f r F E I r E f r F E I r F f r E U I F F F 
Melody #2 
'~1, I f r f r I F f r r r I f u f r I f r F 
Melody #3 
,~~,IF r IF F r IF F F F IF 
Figure 3. Melodies 
The selection of the three melodies was based on the following criteria: (a) the integration 
of a variety of age-appropriate technical elements, including a diversity of note durations, 
dynamics, rhythms within a limited melodic range; (b) comparable instrument specific 
demands (i.e. flute verses trombone) for each participant; (c) appropriateness for evoking 
emotional communication of either a happy, sad, or angry emotion; and (d) minimization 
of emotional predisposition and lyric association (Hewitt, 2001). Five experienced middle 
school wind band educators from Cobb County, Georgia were consulted and 
unanimously agreed that the three melodies met the prescribed criteria for inclusion. 
65 
Once the melodies were selected for inclusion in the instructional conditions, the 
appropriate emotion (i.e., happy, sad or angry) was designated for each melody. Then, 
the appropriate expressive elements, extrapolated from Juslin (2003) and Woody (2006a) , 
were designated for each of the melodies based on the previously assigned emotion (see 
Table 1). 
Table 1 
Summary of Specific Expressive Elements Presented in Each Melody 
Source Loudness Tempo Style/ Note Duration 
Melody 1 Crescendoif Allegro Staccato 
Melody 2 Decrescendoif Largo Legato 
Melody 3 Crescendo(if Moderator Marcato 
Importantly, only one element of each expressive property was present in each melody 
(see Figure 4) in an effort to minimize potential risk of negatively impacting the findings 
due to middle school participants' possible inability to simultaneously process multiple 
expressive elements (R. Woody, personal communication, August 10, 2012). Seeking to 
minimize influence of other variables, such as learning materials, it was vital to ensure 
comparable subject matter in the three instructional conditions, and this was 
accomplished by utilizing public domain folk tunes from Band Expressions, Book One 
(Smith, 2003). 
Melody # 1 - Happy 
(utilizing expressive elements of Crescendoij, Allegro, and Staccato) 
Allegro 
~~ i r r r r ~I .. ~ .. r 1ttttr r 1ttttt ti lf f r 
f 
Melody #2 - Sad 
(utilizing expressive elements of Decrescendo/p, Largo, and Legato) 
Largo 
~~1, i f E f r I§ ~ ~ f r If u f f If F r 
legato p 
Melody #3 - Angry 
(utilizing expressive elements of Crescendoijf, Moderato, and Marcato) 
Moderato 
> > > > > > > > > ~ ~1, > ~ F r > i r ~ If ~ If F I~ r 
.ff 
Figure 4. Melodies for the expressive performance procedure (EPP). 
Concrete musical instructional condition. 
In the Concrete Musical (CM) instructional condition, the researcher notated 
expression on the printed score for each melody (Figure 5). These musical markings 
corresponded to the intended designated emotion. Additionally, the concrete musical 
instructional condition included explanations generated from analytical definitions (see 
Appendix A) synthesized from Pearson (2004, 2005), Rhodes, Bierschenk and 
Lautzenheizer (2004a, 2004b), and Smith (2003, 2005). 
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Melody #1 
Allegro 
~ ~" 1 t t t t t t 1 t t t t r r 1 t t t t t G:t 1 f f r 
f 
Explanation : The Allegro marking, at the beginning of the melody, means to begin at a fast tempo. Notice 
the crescendo marking in measure two. It means to gradually play louder. Also notice the dots above the 
notes . Those dots are called staccato markings and they indicate to play each note detached, or separated. 
Melody #2 
Largo 
f r lf fr r r If u f f If r r 
legato =====---p 
II 
Explanation : First, notice the tempo marking. The largo marking, at the beginning of the melody, means to 
begin at a very slow tempo. Next, see the legato marking at the beginning of the melody; it means play 
smooth and connected without space between notes. Then, notice the decrescendo marking in the second 
measure; it means to gradually play softer. 
Melody #3 
Moderato 
> > > > > > > > > ~ ~1, > ~ r f r > i r ~ If ~ If I~ r II ff 
Explanation : First, see the tempo marking. The moderato marking, at the beginning of the melody, means 
to begin at a medium tempo. Notice the crescendo marking in measures one and two. It means to 
gradually play louder. The fortissimo marking (ft) indicates the strongest, loud dynamic level. Also notice 
the accent marks seen above each note. These marks indicate to play each note with more emphasis and 
slightly separated. 
Figure 5. Explanations in the concrete musical instruction condition 
Imagery/metaphor statement instructio nal condition. 
The same five expert middle school wind band educators that were consulted on 
the melodies were asked to assign emotion-oriented (happy, sad, angry) descriptive 
metaphor/ imagery statements that they might employ when teaching the melodies. 
These experienced middle school instrumental educators wrote their suggested imagery 
statements independent of each other in their own time (see Table 2). 
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Table 2 
Submitted Metaphor/Imagery Statements and Votes 
Submitted imagery/metaphor statements Votes 
Happy: (Melody 1) 
A) Play this melody like a ballerina dancing on their toes - not like an elephant dressed 2 
in a tutu. 
B) Play this melody like fairies (i.e. tinkerbell) skipping along and dancing. 3 
C) Play this melody as if you are the proud owner of a band new iPhone 5. You can't 2 
wait to text all of your friends on your new phone. 
D) Play this melody like you are in a candy shop and can buy any candy you want. 0 
E) Play this melody like you are fro licking through a field. 0 
Sad (Melody 2) 
A) Play this melody like their beloved pet just died. 1 
B) Play this melody thinking of a little boy who thought he could fly a kite. He tried and 1 
tried to run faster and throw the kite but could never get it to fly. Picture the little boy 
sitting on the ground, with rain falling on him, sad, defeated and thinking of al l the 
many times he tried but failed . 
C) Play this melody as if your very best friend, that you have been friends with since 1 
kindergarten, is moving out of state. 
D) Play this melody like your best friend your birthday party. 1 
E) Play this melody like you have to say goodbye to a dear friend for a very long 3 
time. 
Angry (Melody 3) 
A) Play this melody thinking of someone that has irritated you letting them of your 0 
in·itation by using intensity and forcefulness in your voice. 
B) Play this melody thinking of a huge imperial army of 100, 000 men marching 6 
into your home and all landing their spears on the ground at the same time 
saying " ha!" 1 C) Play this melody as if your younger brother broke your mother 's favorite piece of 
crystal. Your parents think you have done it and have taken your cell phone away for 
a month. They are not interested in hearing your version of the story . 
D) Play this melody like a bulldozer plowing through a building. 0 
E) Play this melody like you just burned your hand on a hot plate. 0 
Based on their feedback, a separate panel of seven experienced studio wind band 
instructors determined and rated the statements based on the effectiveness of each 
imagery/metaphor statement for producing an expressive performance from a seventh-
grade wind band student (see Table 2). The panel's best-rated statements for each melody 
were used in the Metaphor/Imagery (MI) condition (Figure 6). 
· Melody #1 
~~''trrrrr r lrEFrr r 1rrrrr U lf f r 
Melody #2 
Melody #3 
Explanation : Play this melody like you are the Disney character "Tinkerbell" or a ballerina 
dancer flying, skipping and dancing along in a song. 
If E1 f r If F F 
Explanation : Play this melody like you have to say goodbye to your best friend who is 
moving away for a very long time. 
~~" I F r If r r If r f r IF F 
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Explanation: Play this melody like you are thinking of a huge army of I 00, 000 men marching 
into your home and all throwing their spears on the ground at the same time saying "Ha!" 
Figure 6. Explanations in the Imagery Statement/Metaphor Instructional Condition 
Aural model instructional condition. 
For each melody, the pianist was instructed to synthesize elements from both the 
concrete musical instruction and imagery/metaphor conditions and exaggerate the 
expressive properties of loudness, tempo, and note duration/style to enhance the 
participant's opportunity for recognizability of each intended emotion (i.e ., happy, sad, 
angry). Each melody was digitally recorded five times in MIDI by an advanced pianist 
and digitally stored. Then, a panel of five experienced musicians rated the five recordings 
of each melody and selected the model recordings that best represented each intended 
emotion. In the aural model instructional condition, an explanation was given (Figure 7), 
participants listened to the aural model, practiced the melody up to two times, and then, 
gave an expressive performance based on their interpretation of the aural model. 
Melody #1 
~P1' 1 r r F r r r 1 r r F r r r 1 r r F r r u 1 f f r 
Explanation: Play this melody expressively like the aural model. 
Melody #2 
If U f f If F f 
Explanation: Play this melody expressively like the aural model. 
Melody #3 
~ &" i r r If F r If F r F If r 
Explanation: Play this melody expressively like the aural model. 
Figure 7. Explanations in the Aural Model Instructional Condition. 
Procedures 
Expressive Performance Procedure preparation. 
On the initial visit to each of the middle school band programs, a written 
explanation (see Appendix F) outlining the procedures was distributed to the band 
director describing the process for the EPP (pretest, instructional condition, posttest). 
Procedures were briefly reviewed with the band director and questions were addressed. 
Additionally, during a regularly scheduled band rehearsal, the researcher gave a verbal 
explanation to the students regarding the EPP process. Then a Letter of Informed 
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Consent and the Participant Information Form were distributed as previously described in 
the eligibility procedure. 
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Based on the design of Skadsem (1997) regarding practice excerpts and 
procedures, focusing on technical proficiency prior to expressive evaluation, participants, 
in the present study, were given excerpts and asked to practice the melodic and rhythmic 
content without concern of expression for three days prior to the start of expressive 
performance procedure. Thus, due to the reduction of cognitive demand regarding 
technical aspects, the practice time allowed the participants' ability to readily focus on 
the expressive properties during the EPP. 
Then, every eligible student was assigned a number for randomization. The EPP 
population was selected by drawing a simple randomized sample, via a chart created by 
tools available at www.randomizer.org (Urbaniak & Pious, 2012). The signed consent 
forms and Personal Information Forms used to determine final participant eligibility 
were kept separate from the research data in a locked cabinet. 
Expressive Performance Procedures. 
On the day of the expressive performance procedures: (a) the researcher issued 
the band director a list of participants and two-inch mailing labels with an identification 
number pre-printed on each label; (b) the band director randomly distributed the labels to 
the randomly selected participants. Following the distribution of the labels, the band 
director destroyed the selected participants list; and (c) participants placed the two-inch 
identification label on their shirt "over their heart" so that the researcher was able to 
properly identify each participant on the recording code log. An effort to minimize 
interruption to the natural instructional environment was essential. Therefore, the 
expressive performance procedures took place during the participants' regularly 
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scheduled band class for no more than three days. 
The EPP (Figure 8) was administered to one participant at a time and took 
approximately 6-8 minutes for each participant. Individual participants were excused 
(one at a time) from their band rehearsals to go to a practice room located adjacent to the 
band rehearsal room to meet the researcher to participate in the EPP. A code log was 
created documenting each participant's assigned identification number, gender, and 
instrumentation, as well as the corresponding computer file name for the audio file of 
each recording (i.e., Participant #001: Gender, Instrument, Recording #001-1; 001-
2 ... #00 1-6). The participants' names were not documented in the research notes, code log 
or data. The researcher confirmed each identification number and the track number on 
the recorder. 
Pretest 
Recordings 
Melodies 1-3 
Conditions-
One per Melody 
Expressive 
Performance 
Posttest 
Figure 8. Overview of expressive performance procedure (EPP) process. 
Pretest recordings. 
The EPP was administered one participant at a time. Each participant: (a) gave 
verbal assent to participate in the study and to be recorded; (b) was seated in a practice 
room with a Samson Meteor digital microphone placed on a stand in front of them; (c) 
was shown notated melodies lacking identifying expressive markings; (d) was given an 
opportunity to practice the melodies up to two times; and, (e) recorded a pretest 
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performance of three melodies without instruction or guidance regarding expression. 
Importantly, the sequence of the melodies was rotated among participants. The individual 
audio recording pretests of the three procedure melodies were recorded in 24-bit digital 
sound with a Samson Meteor microphone, Macintosh PowerBook laptop, and Adobe 
Audition computer software. 
Instructional conditions. 
After the pretest recordings were completed, the recorder was turned to the 
standby mode. Participants then received explanations for performing the melodies with 
greater expression via an instructional condition (Concrete Musical Instruction- CM, 
Metaphor/Imagery Statements- MI, and Aural Model- AM) for each melody (see 
Appendix B, C, and D). Additionally, participants encountered each melody with an 
instructional condition in the identical sequence they performed the melodies in their 
pretest performances, and the order of the instructional conditions was rotated to avoid 
possible influence or bias relating to condition ordering (Figure 9); thus, three groupings 
of 20 participants were created for each melody/condition pairing (i.e., 20 participants -
Melody 1 with the AM condition, 20 participants - Melody 1 with the MI condition, and 
20 participants - Melody 1 with the CM condition, etc.). 
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Melody Condition Condition Group 
AM 
Group A 
20 participants 
Melody 1 Ml 
Group B 
20 participants 
CM 
Group C 
20 participants 
Al\/1 
Group B 
20 partic i pants 
1\/lelody 2 1\/11 
Group C 
20 participants 
Cl\/1 
Group A 
20 partic i pants 
Al\/1 
Group C 
20 participants 
M e l.ody 3 1\/11 
Group A 
20 participants 
CM 
Group B 
20 participants 
Figure 9. Participant Condition Rotation Grouping. 
In the AM instructional condition, participants viewed the printed notation of each 
melody, void of expressive markings, while listening to the model performance. They 
were permitted to listen to the model recording and practice the melody up to two times. 
During the CM instructional condition, participants viewed the selected melody with 
notated elements of expression and received verbal definitions of the corresponding 
markings. They were permitted to view the melody with expression markings and 
practice the melodic line up to two times. In the MI instructional condition, participants 
viewed the unmarked melody with one imagery or metaphor statement indicated beneath 
the melody. Additionally, the researcher articulated the imagery statement out loud to the 
participants. They were permitted to view the melody with the imagery/metaphor 
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statements and practice the melodic line up to two times. 
Posttest recordings. 
Immediately following the instructional condition of each melody, the participant 
individually recorded a posttest performance. When the participant finished the EPP, the 
participant was sent back to their band class. At the conclusion of all EPP recordings, the 
performances were digitally stored as computer files. 
Data Analysis 
Data collection. 
The Expressive performance procedure data were gathered for each pretest 
melody performance (i.e., Melody 1- loudness score, tempo score, style/note duration 
score; Melody 2- loudness score, tempo score, style/note duration score; and Melody 3-
loudness score, tempo score, style/note duration score) as seen in Figure 8. This 
generated nine pretest scores for each participant. Similar to the pretest procedures, the 
EPP data were gathered for each posttest melody performance. This generated nine 
posttest scores for each participant; 18 total pretest/posttest scores for each of the 60 
participants were generated (Figure 1 0). 
Participant Melodies Pretest Scores Melodies Posttest Scores 
Melody #1 
Melody#2 
Melody #3 
Figure 10. Data collection procedures. Nine pretest scores plus nine posttest scores, 
totaling 18 scores per participant. 
Analysis of the data. 
The collected digital audio pretest/posttest files were saved as native files in 
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Adobe Audition in order to see and measure visual representations of each performance 
in sufficient detail to identify note duration/style or onset (initiation) of the tone and 
offsets (completion or release) of the tone, total time of the tune until its final note, as 
well as loudness or the decibel amplitude. The researcher utilized computer software, 
Adobe Audition, to examine each wave file , analyzing the mathematical means of the 
three expressive properties in the pretests/posttests for each participant. The mean 
loudness level was obtained by measuring the volume difference between the onset of the 
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identified expressive marking (i.e., crescendo, decrescendo) to the offset of the element. 
The note duration/style of each performance was examined to determine the mean note 
durations performed in each melody. The durations were evaluated noting "the duration 
from the onset of a tone until the onset of the next tone ( dii), and the duration from the 
onset of a tone until its offset ( dio) if the offset preceded the next tone onset" (Jus lin, 
1997, p. 398). Mathematical mean (M) of tempo for each expressive performance was 
obtained by calculating the duration of time performed for the identified expressive 
marking. All data were destroyed at the end of the study. Audio recordings were coded 
and were evaluated within four to six weeks and were destroyed upon the conclusion of 
the study. 
Data were analyzed through mean comparisons and matched pairs t-tests to 
determine whether the three instructional conditions affected statistically significant 
differences, from pretest to posttest scores (p < .05), on expressive music performance. 
Three measures of expressive properties in expressive performance were assessed: 
loudness, tempo, and style. Data were further analyzed using the main effect from an 
analysis of covariance (ANCOVA) to compare the relative effectiveness of the three 
instructional conditions. The ANCOVA combined each student's score in all three 
expressive performance elements creating a single, continuous pre-test variable; the 
scores from the pre-test variable were used as the covariate. The dependent variable, a 
single, continuous post-test variable combining each student's score in all three 
expressive performance elements, was the post-test variable. Tukey HSD post-hoc 
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comparison tests were utilized to follow up the statistically significant (p < .05) results to 
determine the relative effectiveness of the three instructional conditions. 
Validity and reliability. 
A fundamental challenge in experimental research is to establish "suitable 
controls so that any change in the posttest can be attributed only to the experimental 
treatment that was manipulated by the researcher" (Gall, Gall & Borg, 2003, p. 367). 
Potential sources for threats to internal validity in a one-group pretest-posttest quasi-
experimental design include history, maturation, testing, instrumentation, and interaction 
of selection (Gallet al., 2003). 
In an effort to minimize threats to internal validity regarding history and 
maturation, the EPP was administered in the same setting and sitting. There is a 
possibility that testing may have become an extraneous variable because the pretest and 
posttest melodies were identical. Conceivably, the participants may have shown 
improvement by playing the melody another time, without any regard to the instructional 
condition. To establish suitable controls regarding instrumentation concerns, the data was 
collected using precise measurements. The loudness level was obtained by measuring the 
volume difference between the onset of the identified expressive marking (i.e., crescendo, 
decrescendo) to the offset of the element. The style/note durations were calculated from 
the onset of the tone until the onset of the next tone and the duration from the onset of the 
tone until its offset. The tempo was measured by calculating the total time duration of 
the identified expressive marking. Thus, collecting detailed measurements of expressive 
elements rather than using an assessment tool addressed instrumentation concerns. 
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Selecting seventh-grade students with 18-months of wind band instruction as . 
participants aided the controlling of selection-maturation interaction issues by reducing 
the risk of discrepancy due to age differences. The sample population had instruction for 
the same duration and minimal expressivity instruction from a single band director. 
Additionally, drawing a random sample, from two school band programs (N=200) of 
similar participant populations in the same community, diminished the extraneous 
variable concerns associated with differential selection. 
Regarding external validity, the present study's sample population of students 
receiving 18-months of wind band instruction in Cobb County, Georgia poses a potential 
population validity concern in that different results could be found in populations with 
varying durations of instruction (i.e., two years of instruction, three years of instruction, 
etc.). Additionally, the present study can only be generalized.to a larger group of 
participants comparable to the subset population of the seventh-grade band students in 
Cobb County, Georgia. 
The extent, to which the results of the present study can be generalized, based on 
environmental setting and conditions, was potentially impacted by several variables 
including the Hawthorne effect and experimenter effect. Participants may have improved 
their performance because they were receiving special attention or participating in the 
study. Additionally, the experimenter effect may have influenced external validity 
whereas the researcher delivered the EPP and results may differ with another person 
implementing the EPP. To control external validity effects relating to setting, the present 
researcher performed the EPP in the location where the participants routinely performed 
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other assessments. 
"In classical test theory, the reliability of a test refers to how much measurement 
error is present in the scores yielded by the test" (Gallet al., p. 176). Conventional 
measures such as assessment rubrics or evaluation assessment instruments are susceptible 
to subjective interpretations requiring strong controls for ensuring that replicated studies 
would produce the same results under the same measurement. Contrasting to classical 
conventional assessment measures, the present study replicated the experimental 
procedures of Woody (2006) to measure expressive performances. Similar to Woody 
(2006) and Juslin (1997), reliability in the present study was enhanced by measuring 
sonic wave file data utilizing precise mathematical measurements of decibels levels and 
time durations of the sonic performances in an effort to provide objective, stability of 
measurement for controlling error in scores yielded by the testing data. Collecting data 
using meticulous mathematical measurements enhances reliability as future investigators 
can replicate the measurements with accuracy for yielding similar results. Additionally, 
data reliability was reinforced by limiting the student population eligibility to participants 
from one of two wind band programs with similar pedagogical methods, philosophical 
approaches, and instructional techniques who had received 18-months of wind band 
instruction (N=200), as well as, random sampling (n=60) from the eligible population. 
The design of the present study utilized an sufficient sample for the study's 
assumptions using three main cornerstones of experimental design of randomization, 
replication, and control. The sample size (n=60) allowed for 20 participants in each 
grouping of instructional conditions per melody thus falling within acceptable controls of 
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the Central Limit Theorem when testing with an ANCOV A. Therefore, based on the 
variability in the data and the sample sizes chosen, the test should provide reliable results 
in replication. 
CHAPTER IV 
Results of Data Analysis 
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The purpose of this chapter is to present analyses of the data gathered regarding 
the relative effectiveness of three diverse instructional conditions on seventh-grade wind 
band students ' expressive musical performance. The specific tests employed and test 
results are described below. Data were analyzed using SPSS Statistics 20; all statistical 
tests were analyzed at the .05 alpha level. Each analytical procedure was designed to 
address the research questions in the study: 
1. What are the effects of aural model instructional conditions on seventh-grade 
wind band students ' expressive performance in regard to the expressive properties 
of loudness, tempo, and style/note duration? 
2. What are the effects of verbal instruction using concrete musical instructional 
conditions upon seventh-grade wind band students' expressive performance in 
regard to the expressive properties of loudness, tempo, and style/note duration? 
3. What are the effects of verbal instruction using metaphor and imagery and 
instructional conditions upon seventh-grade wind band students ' expressive 
performance in regard to the expressive properties of loudness, tempo, and 
style/note duration? 
4. What is the relative effectiveness of three diverse instructional conditions, aural 
model (AM), concrete musical instruction (CM), and verbal instruction using 
imagery/metaphorstatements (MI), on seventh-grade wind band students' 
expressive musical performance? 
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The data collected in this study were analyzed, in SPSS software, by computing 
overall mathematical means, and mean difference scores (absolute change from pretest to 
posttest expressive performances between each expressive property). To investigate the 
possible effects of each instructional condition, matched pairs t-tests were performed on 
each dependent variable, the expressive properties of loudness, tempo, and style/note 
duration, determining if there were statistically significant differences (p < .05) between 
expressive performance pretest and posttest mean difference scores within the three 
independent variables, aural modeling (AM), verbal instruction addressing concrete 
musical properties (CM), and verbal instruction using metaphor and imagery (MI) 
instructional conditions. 
The preferred statistical method for analyzing data regarding the relative 
effectiveness of the three diverse instructional conditions (AM, CM, and MI) from this 
study was analysis of covariance (ANCOVA). The pre-test scores are used as a covariate 
(Gallet al., 2003). The criteria for an ANCOV A statistical test is a group comparison 
with one or more independent variables, one dependent variable, and one control variable 
or covariate (Creswell, 2009). If treatment assignment is by randomization, both 
methods, ANOV A and ANCOV A, are unbiased but ANCOV A has more power (Van 
Breukelen, 2006). Because the present study used a pretest and posttest and each 
participant was randomly assigned, the data for this study met the criteria and 
assumptions for ANCOV A. 
An ANCOVA was run to determine the relative effectiveness of the three 
instructional conditions (independent variables), aural modeling (AM), verbal instruction 
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addressing concrete musical properties (CM), and verbal instruction using metaphor and 
imagery (MI), on expressive performance measured in the three expressive properties of 
loudness, tempo, and style/note duration. Combining each student' s score in all three 
expressive performance elements created a single, continuous pre-test variable; the scores 
from the pre-test variable were used as the covariate. The dependent variable, a single, 
continuous post-test variable combining each student's score in all three expressive 
performance elements, was the post-test variable. 
Characteristics of the Sample 
The participants were 60 randomly selected students (N= 60; 29 boys, 31 girls ; 30 
brass players, 30 woodwind players) with a mean age of 12:5 (years: months; range= 
12:2 -13:1) from two seventh-grade wind band programs located in Cobb County, 
Georgia. The school music education background of these participants consisted of a 
mean of 18 months of wind band instruction reflective of the normal band instruction 
offered by this school district. The instrumentation of the students in the sample is 
provided in Table 3. 
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Table 3 
Instrumentation of the Sample (N=60) 
Instrument No. ofParticipants Percent of Sample 
Flute 10 16.67 
Oboe 3 5.00 
Clarinet 9 15.00 
Bass Clarinet 5 8.33 
Saxophone 5 8.33 
Trumpet 9 15.00 
French Hom 8 13.33 
Trombone 6 10.00 
Baritone 3 5.00 
Tuba 2 3.33 
Total 60 99.99 
Data Analysis 
The subsequent discussion offers general findings regarding expressive 
performance data (loudness, tempo, style) from the melodies and effects ofthe three 
instructional conditions. Then, a synthesized discussion will be presented regarding 
comparisons of the three instructional conditions and their relative effectiveness. 
Effects of the Instructional Conditions 
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Initially, the pretest and posttest score data of expressive properties (found in 
Melody 1-3) for each instructional condition were compiled. To examine which 
instructional condition yielded statistically significant differences between sets of scores, 
one sample matched paired t-tests on the differences (p < .05) were performed on each 
expressive property (loudness, tempo, and style/note duration) as seen in Tables 4-6. 
These t-scores provided normalized results to assess possible statistical significance (p < 
.05) in examination of potential effectiveness of each instructional condition beyond mere 
chance. 
Table 4 
Statistics for One Sample T-test on the Differences of the Loudness 
Expressive Property 
Condition Variable T Sig. 
AM Loudness 16.34 000*** 
CM Loudness 12.03 .000*** 
MI Loudness 16.61 .000*** 
*p < .05; **p < .01; ***p < .0005 
Table 5 
Statistics for One Sample T-test on the Differences of the Tempo Expressive 
Property 
Condition Variable T Sig. 
AM Tempo 6.15 .000*** 
CM Tempo 4.32 .000*** 
MI Tempo 3.16 .002** 
*p < .05; **p < .01; ***p < .0005 
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Table 6 
Statistics for One Sample T-test on the Differences of the Style/Note Duration 
Expressive Property 
Condition Variable T Sig. 
AM Style 2.67 .010* 
CM Style 4.31 .000*** 
MI Style 0.84 .402 
*p < .05; **p < .01 ; ***p < .0005 
The analysis of the data, as seen in Tables 4-6, suggests statistically significant 
differences between sets of scores in expressive performance regarding the expressive 
property of loudness. The t-scores reported for loudness properties (seen in Table 4) were 
as follows: AM (16.34;p < .0005), CM (l2.03;p < .0005), and MI (16.61;p < .0005). 
Additionally, as seen in Table 5, the AM condition yielded significant differences 
between sets of scores for eliciting tempo change (6.15;p < . 0005); the CM (4.32;p < . 
0005), and MI (3 .16; p < .002) conditions produced significant differences in score sets 
as well. Regarding style/note duration (as seen in Table 6), the CM condition elicited 
statistically significant differences in score sets ( 4.31; p < .0005) as did the AM condition 
(2.67; p < .01). The MI condition posttest scores were not found to be significantly 
different from pretest scores regarding style/note duration. 
Relative Effects of Three Instructional Conditions 
Data obtained from the pretest to posttest mean score differences were subjected 
to an analyses of covariance (ANCOVA) to determine the relative effectiveness of three 
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instructional conditions on expressive music performance. The descriptive statistics data 
for expressive musical performance scores, as seen in Table 7, are expressed as mean± 
standard deviation: CM (12.03± 2.39), MI (16.61± 4.26), and AM (17.50± 4.23). 
Table 7 
Means and Standard Deviations for ANCOVA 
Group N M SD 
AM 20 17.5 4.23 
CM 20 12.03 2.39 
MI 20 16.61 4.26 
Total 180 15.38 4.42 
Three measures of expressive properties in expressive performance were 
assessed: loudness, tempo, and style/note duration. Utilizing the ANCOVA tests of 
between-subjects effects, the data indicated that there were statistically significant 
differences (F(2 , 176) = 40. 78, p < .0005) between sets of scores in the expressive 
perfom1ances regarding the instructional conditions (see Table 8). 
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Table 8 
Analysis ofCovariance Summary Table for Instructional Conditions 
Source Sum of df Mean Square F Sig. Squares 
Pretest 146.75 1 00.146.75 11.122 .001 ** 
Condition 1076.286 2 538.143 40.782 .000*** 
Error 2322.44 176 
*p < .05; **p < .01 ; ***p < .0005 
Because the AN COY A indicated statistical significance differences between-
subject effects, Tukey HSD post-hoc tests were utilized to follow up the statistically 
significant (p < .05) results (see Table 9) to determine which specific instructional 
conditions resulted in significant differences between sets of pretest/posttest mean 
difference scores. 
Table 9 
Tukey 's HSD post hoc analysis of Instructional Conditions 
AM 
CM 
MI 
*p < .0005 
Comparisons 
CM 
MI 
AM 
MI 
AM 
CM 
Mean 
Difference 
5.53 * 
0.768 
-5.538* 
-4.770* 
-.768 
4.770* 
Std. Error 
.664 
.664 
.664 
.664 
.664 
.664 
95% Confidence 
Interval 
Lower 
Bound 
4.228 
-.543 
-6.847 
-6.084 
-2.079 
3.456 
Upper 
Bound 
6.849 
2.079 
-4.228 
-3.456 
.543 
6.084 
The Tukey post-hoc test results indicated the AM condition had statistically 
significantly higher mean difference scores than the CM condition (p < .0005), but not 
between the MI condition (p = .249). The CM condition was found to be statistically 
significantly weaker than both the AM condition (p < .0005) and the MI condition (p < 
.0005). The MI condition had statistically significantly higher scores than the CM 
condition (p < .0005), but was not found to be statistically stronger than the AM 
condition (p = .249). 
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As each research question was explored, the scores, for each dependent variable, 
were examined regarding the expressive properties of loudness, tempo and style/note 
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duration. The data were then examined to determine the possible effects of each 
instructional condition upon the expressive properties in all three melodies. 
The Research Questions 
Research question 1 read: What are the effects of aural model (AM) instructional 
conditions on seventh-grade wind band students' expressive performance in regard to the 
expressive properties of loudness, tempo, and style/note duration? 
The data related to the aural model condition and the effects resulting on each 
expressive property for all three melodies are seen in Table 10. 
Table 10 
Aural Model Condition upon Expressive Performance Properties 
Condition Expressive T Sig. Property 
AM Loudness 16.34 .000*** 
AM Tempo 6.15 .000*** 
AM Style 2.67 .010** 
*p < .05 ; **p < .01; ***p < .0005 
The analysis of data suggests, generally, the aural modeling condition resulted in 
statistically significant differences between sets of scores in expressive performance 
regarding the expressive property of loudness (16.34; p < .0005) with the AM condition 
effecting loudness with a stronger confidence value compared to the other two properties. 
Additionally, the AM condition yielded significant results between sets of difference 
scores for eliciting tempo change (6.15;p < .0005) with a minimal increase generated in 
style/note duration (2.67;p < .0005). 
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The null-hypothesis for no difference between pretest/posttest scores between 
conditions was stated: 
There is no significant difference between pretest and posttest means for 
participants who receive aural modeling instructional conditions on performance 
expi:essivity (p < .05). 
Thus, as a result ofthe findings of the EPP analyses, the null-hypothesis for the first 
research question is rejected. 
Research question 2 read: What are the effects of verbal instruction using concrete 
musical instructional conditions upon seventh-grade wind band students' expressive 
performance in regard to the expressive properties of loudness, tempo, and style/note 
duration? 
As seen in Table 11, evaluation ofthe data revealed statistically significant 
differences (p < .0005) in sets of scores regarding the effects of the CM instructional 
condition; overall, the CM condition results indicated moderate differences in expressive 
performance regarding all the expressive properties in a statistically significant manner: 
loudness (5.52; . p < .0005), tempo, ( 4.32; p < .0005) and style/note duration, ( 4.31; p < 
.0005). 
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Table 11 
Concrete Musical Condition upon Expressive Performance Properties 
Condition Expressive T Sig. Property 
CM Loudness 5.52 .000*** 
CM Tempo 4.32 .000*** 
CM Style 4.31 .000** * 
*p < .05 ; **p < .01 ; ***p < .0005 
The null-hypothesis for no difference between pretest/posttest scores between 
conditions was: 
There is no significant difference between pretest and posttest means for 
participants who receive concrete musical instructional conditions on performance 
expressivity (p < .05). 
Thus, as a result of the findings of the EPP analyses, the null-hypothesis for the second 
research question is rejected. 
Research question 3 read: What are the effects of verbal instruction using 
metaphor and imagery instructional conditions upon seventh-grade wind band students ' 
expressive performance in regard to the expressive properties of loudness, tempo, and 
style/note duration? 
The MI instructional condition produced significant change in all three expressive 
properties as presented in Table 12. 
Table 12 
Metaphor/Imagery Statement Condition upon Expressive Performance 
Properties 
Condition Expressive T Sig. Property 
MI Loudness 14.79 .000*** 
MI Tempo 3.16 .002** 
MI Style .402 .402 
*p < .05 ; **p < .01 ; ***p < .0005 
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The analysis of data suggests the MI condition resulted in statistically significant 
differences in sets of scores in expressive performance regarding the expressive property 
of loudness (14. 79; p < .0005). Additionally, the MI condition yielded significant 
differences between sets of scores for eliciting tempo change (3.16; p <. 002); in 
contrast, no statistical significance was noted regarding differences in scores for 
style/note duration (0.84; p < .402). 
The null-hypothesis for no difference between pretest/posttest scores between 
conditions was: 
There is no significant difference between pretest and posttest means for 
participants who receive metaphor/imagery instructional conditions on 
performance expressivity (p < .05). 
Thus, as a result of the findings of the EPP analyses, the null-hypothesis for the third 
research question is neither rejected nor accepted; the null-hypothesis is rejected 
regarding the expressive properties of loudness and tempo, but accepted in the expressive 
musical performances related to style/note duration. 
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Research question 4 read: What is the relative effectiveness of three diverse 
instructional conditions, aural model (AM), concrete musical instruction (CM), and 
verbal instruction using imagery/metaphor statements (MI), on seventh-grade wind band 
students' expressive musical performance? 
To investigate the relative effectiveness of the three instructional conditions on 
the expressive performance, an analysis of covariance with Tukey HSD post-hoc 
comparisons was employed (see Table 9). Overall, the AM condition stands out as 
eliciting the strongest confidence value in the mean difference scores and was found to be 
statistically significantly different in effecting score sets compared to the CM condition, 
but did not yield statistically significant differences in sets of scores compared to the MI 
condition. The MI condition appeared to be another valid alternative for teaching 
expressive performance as statistically significant differences in scores were found 
between the MI condition and the CM condition. Additionally, the analysis indicated that 
the mean differences evoked by the MI condition did not present statistically significant 
differences in sets of scores compared to the AM condition. The CM condition appeared 
to be the least beneficial of the three conditions in that it was statistically significantly 
weaker than both, AM and MI regarding change in sets of pretest/posttest mean 
difference scores. 
The null-hypothesis for no difference between the three diverse instructional 
conditions was: 
There is no significant difference between the three diverse instructional 
conditions (aural model (AM), concrete musical instruction (CM), and verbal 
instruction using imagery/metaphor statements (MI), on seventh-grade wind band 
students' expressive musical performance. (p < .05). 
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As a result of the fmdings of the EPP analyses, the null-hypothesis for the fourth research 
question is neither rejected nor accepted. The null-hypothesis, in part, is accepted in that 
there was no evidence that the CM condition was statistically significantly stronger in 
effecting the expressive performances compared to AM and MI; the null-hypothesis is 
rejected, in part, regarding the AM and MI conditions. 
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Chapter V 
Summary, Conclusions, and Recommendations 
Summary 
The purpose of this study was to examine the relative effectiveness of three 
diverse instructional conditions on seventh-grade wind band students' expressive musical 
performance. Some music researchers and music pedagogues have concluded that 
interpretation is based on small expressive properties joined together to create an entire 
expressive performance (Lemann et al., 2007). As extensively noted in Chapter 2, prior 
investigations have examined how individuals incorporate musical rules into 
interpretation and expressive performance (Sloboda, 1983; Goolsby, 1994; Juslin, 1997a; 
Adachi & Trehub, 1998). Other scholars documented how expressive properties are 
taught and learned and then realized through expressive performance (Davidson, 1989; 
Dickey, 1991; Karlsson & Juslin, 2008; Madsen, Greer, & Madsen, 1975; Woody, 2003 , 
2006a). 
Some previous researchers found that verbal instruction has predominated music 
teaching (Dickey, 1991; Karlsson & Juslin, 2008; Tait, 1992; Young, Burwell & Pickup, 
2003). According to Woody (2006a), concrete musical instruction occurs when 
instruction pertaining to expressive properties is articulated through verbal instruction or 
in written narrative to identify musical markings in the score. Another verbal instruction 
delivery technique is the use of imagery and metaphor (Lehmann, et al., 2007). 
Instructors use imagery and metaphor to teach abstract or subjective concepts (i .e. 
emotional expression) by communicating word pictures drawing upon familiar points of 
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reference. Another way to teach expressive performance is through modeling (Lehmann, 
et al. , 2007; Price & Byo, 2007). Researchers have examined modeling through vocal 
and instrumental expressive performances as well as electronic recordings (Davidson, 
1989; Madsen, Greer, & Madsen, 1975; Woody, 2003). Research regarding teaching 
expressive performance has been presented in this study. As noted, few researchers have 
studied expressive performance instructional strategies with inexperienced performers. 
Conclusions 
Several conclusions emerged based on the analyses of the present study's data. 
The results of this study reinforce previous researchers' findings that inexperienced 
performers can learn expressive skills through a variety of instructional conditions 
(Chester, 2008; Dickey, 1991; Hewitt, 2001 ), as well as, support the theoretical 
underpinnings of Juslin's modified Brunswick's lens model (Juslin, 1997b). 
Additionally, findings offer substantiation that teaching expressivity concepts may be 
enhanced by utilizing a diversity of instructional conditions. 
In the present research, students listened to a model or a metaphor/imagery 
statement, responded, and created, on a micro level, an interpretation based on how they 
understood the information. The broader topic of interpretation relates to how performers 
choose to apply expressive choices (i.e. rule-based variation) throughout an entire 
composition. This researcher chose to study elemental expressive performance cues to 
examine how musicians best learn cues to communicate emotion. Because this study 
focused on the investigation of instructional conditions, the participants were not offered 
opportunity to choose their own application of expressive devices; thus, the present study 
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did not examine the broader topic of interpretation. Additionally, Juslin (2009b) there 
are numerous methods to measure emotional response of expressivity (i.e., questionnaire, 
interview, self-report, mathematical measurement, and brain imaging), this researcher 
chose mathematical measurement to explore instructional conditions teaching novice 
musicians to perform expressively because middle school musicians often have 
challenges verbalizing thoughts about emotions and expression. 
Study of the data suggest that the seventh-grade participants employed an 
emotional communicative process as described by Juslin (1997b). This communication 
chain theorized by Juslin (1997b) in his modified Brunswik (1952) lens theory consists of 
communicating emotion through exchangeable cues. Results of this study extend Juslin' s 
theory in that inexperienced performers encoded expressive elements (cues) via 
variations in tempo, loudness, and style/note duration and the emotion was decoded 
(evaluated) by the listener/researcher using the same elements. Additionally, the 
expressive musical elements were uncertain, redundant, and lacked consistency and 
uniformity from participant to participant, yet the majority of the performers used these 
cues to successfully communicate an expressive performance to the listener. Thus, the 
current study strengthens and confirms the notion that Juslin's modified Brunswick 
model provides a framework to describe and measure expressive performance 
communication. 
Analysis of the data also suggest that the seventh-grade participants respond 
favorably to aural model instruction in that a majority of the expressive property scores 
were significantly affected by the AM instructional condition: Additionally, through the 
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use of emotional-oriented imagery statements, the MI condition showed significant 
change in pretest/posttest score sets in loudness and tempo. While the CM condition 
positively affected change within each of the three expressive properties, other conditions 
created higher degrees of statistical significance. 
Due to the parameters of the present study requiring measurement and analysis of 
exact sonic files generated by wind instruments, percussionists were not included in the 
participant pool of eligibility for the study. This choice was made because the 
differences in the sonic files generated via percussion instruments are dissimilar to wind 
instruments, not because any potential differences in their reception of instructional 
conditions. Thus, the results of this study are generalizable to middle school 
percussionists who have received the same type of instruction as their wind instrument 
counterparts. Likewise, the researcher finds the technical demands of vocal and string 
middle school students comparable enough to wind band students to suggest that the 
findings of this study would prove beneficial for both the choral and string musician, as 
well. Therefore, based on this study's randomly selected sample, the research data . 
supports the claim that diverse instructional conditions are effective in teaching 
expressive performance to inexperienced musicians. 
Aural Model Condition. The results of this study support an expanded use of the 
AM condition to increase musical expressive performance skills. Inexperienced 
musicians employ the use of imitation fairly easily as indicated by the results of the study 
in that the expressive properties of loudness, tempo, and style/note duration yielded 
significant results from the AM condition. 
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Concrete Musical Condition. Analysis ofthe data from the CM instructional 
condition reveals that the CM condition yielded significant change from the pretest to the 
posttest expressive performances. These results indicate that the CM condition may not 
increase inexperienced performers' expressive performance as much as other 
instructional conditions. However, these results need to be interpreted with caution 
because these inexperienced musicians were gathering musical knowledge and 
experience critical to their development of expressive performance. The CM condition 
aids inexperienced performers' knowledge base of musical markings and definitions, thus 
adding initial instruction for rules of expressivity. 
Metaphor/Imagery Condition . Findings from this study support assertions made 
by other researchers that the MI condition is valuable for teaching expressive 
performance skills (Chester, 2008; Woody, 2006a). Additionally, the results of this study 
reinforce Woody's (2006a) claim that the MI condition may be best used to communicate 
all-encompassing expressive information as demonstrated in the loudness and tempo 
scores in this study. In construction of this study, seven experts were asked to evaluate 
the five suggested metaphor/imagery statements; the only statement that received an 
unanimous vote was the metaphor/imagery statement attached to Melody 3 addressing all 
three expressive properties and evoking an emotional response suggesting that this 
metaphor/imagery statement was the best constructed overall. The data may support this 
notion in that significant expressive differences were yielded in two of the expressive 
properties associated with the metaphor/imagery statements. 
The present study found that the MI condition successfully evoked significant 
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differences in pretest/posttest scores in expressive performances by conveying the 
intended emotion of the imagery statements. These findings reinforce previous research; 
(Adachi & Trehub, 1998) that inexperienced musicians can use emotional 
communication skills in generating expressive performances. Furthermore, the present 
study supports the body of emotional expressive performance research (Juslin, 1997a; 
Juslin, 1997b; Juslin, 2000; Juslin, 2003 ; Juslin & Madison, 1999; Gabrielsson & 
Lindstrom, 1995, Gabrielsson & Juslin, 1996) in that the results show students 
successfully performed expressive properties associated with the basic emotions of 
happy, sad, and angry. Another point of discussion pertains to the instructional 
conditions ' effective change regarding emotional interpretation; the results of this study 
build upon previous studies (Juslin, 2003 ; Juslin & Madison, 1999) revealing that (a) the 
happy emotion is effectively communicated in a louder, faster, more staccato manner; (b) 
sad emotions are expressed softer, slower, and more legato, and (c) angry is successfully 
conveyed using louder, slow and marcato expressive properties. 
Recommendations 
The findings of this study offer insights into the development of effective 
expressive performance teaching strategies with inexperienced wind band musicians. 
Middle school instrumental music education often employs a method book curriculum 
largely consisting of concrete musical materials for the teaching of expressive elements 
such as loudness, tempo, and style/note duration. As previously noted, concrete musical 
instruction aids inexperienced musicians in acquiring expressivity knowledge of musical 
markings and definitions. Due to the limited musical expressive experience level of the 
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seventh-grade musician, the results of this study suggest that educators should consider 
using concrete musical materials in tandem with other strategies (AM and MI) to bring 
about a more robust expressive performance and efficient instructional delivery. 
When trying to teach skills such as dynamic contrast and variation to volume, an 
aural model is statistically significantly more effective instructional condition compared 
to the CM condition. Therefore, music educators may find aural model a more effective 
and efficient strategy to teach dynamics than verbal instruction through traditional 
concrete musical instruction in which expressive properties are articulated or written 
identifying musical markings in the score. Furthermore, educators may consider using 
aural model to provide tempo instruction regarding speed of the pulse, especially when 
teaching more advanced concepts (i.e., accelerando, ritardando, rubato). 
Additionally, due to the results of this study, this researcher advocates the use of 
metaphor/imagery statements that distinctively address expressive devices when teaching 
specific expressive markings (i .e., staccato, marcato, tenuto). When using 
metaphor/imagery statements, it might be useful to select concept specific 
metaphor/imagery statements or to employ figurative language that encompasses all the 
expressive properties within the instructional goal. Following in this line ofreasoning, 
music educators benefit from having an understanding of their students' emotional 
abilities so that they can implement effective MI statements that will bring about more 
effective emotional communication performance skills. Additionally, instructors may 
find it valuable to familiarize themselves with Juslin's (2003) particular acoustic cues so . 
that when teaching specific technical skills they can utilize emotion-oriented metaphors 
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to enhance traditional concrete musical instruction for a faster instructional path to 
expressive performance. For example, in a fast, staccato technical passage, an instructor 
could employ an emotion-oriented metaphor activating the acoustic cues associated with 
the happy emotion .. Or, to play something quiet and legato, the teacher would convey a 
metaphor dealing with sad emotion. Thus, emotion-oriented metaphors can enhance the 
expressive elements in performance. Moreover, Juslin and Lindstrom have offered an 
expanded lens model that includes composer cues as well as performer and listener cues 
in the expressive performance communication (Juslin, 2009a). Educators may find it 
helpful to spend time in score study examining composer's use of rhythm, mode, and 
melody cues to create an intended emotion. 
Further Research 
The present study utilized a participant population from two school wind band 
programs in a middle class suburban community with a strong emphasis in music. This 
study could be replicated utilizing samples across differing participant populations to 
include additional suburban areas with a strong emphasis on music, suburban areas 
without a strong musical emphasis, urban, or varying socioeconomic communities to 
determine if results vary or if results from the present study may have been influenced by 
environmental or instructional bias. Because the present study was limited to 60 
participants, more extensive study could be undertaken with a larger sample population to 
include more participants from a greater range of school band programs. A related 
recommendation for further research would be to replicate this study using a participant 
population of inexperienced vocalists or string instrumentalists. Additionally, the study 
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could be replicated with eighth-grade or ninth-grade wind band musicians to determine if 
the results were the same or to determine to what degree maturity affects the results. 
Moreover, the present study drew from a random sample from two intact band 
classrooms and did not focus on gender differences. Based on Gabrielsson and Jus lin's 
(1996) research findings suggesting that females decode emotion slightly more 
successfully than males, future gender research is warranted. 
The present study examined four-measure melodies containing one salient 
expressive element for each expressive property. Additional research employing a larger 
melodic sample with more expressive elements per property (i .e., an initial tempo 
marking followed by an accelerando or ritardando, or perhaps rallentando) might extend 
the findings of this study to determine how many expressive properties inexperienced 
musicians can perceive and perform simultaneously. 
Rather than instructing students using one instructional condition, teachers may 
consider combining conditions to elicit an expressive performance. More extensive study 
should be given to examining the combination of instructional conditions. Would the 
AM condition used in tandem with the CM condition produce more significant results? 
Would the MI condition combined with the AM condition yield similar results or reveal a 
synergistic effect? 
It might be possible to study the instructional conditions regarding one expressive 
property in depth. For instance, what would be the effects of the AM, CM or MI 
conditions on tempo? Tempo could be measured examining a variety of initial tempos, 
variations oftime (i .e. ritardando, accelerando, rubato) in a variety of musical styles and 
107 
melodic settings. 
A more detailed study regarding quality metaphor/imagery statements could be 
undertaken allowing for metaphors that target emotions as well as detailed technical 
expressive performance skills. For instance, to evoke a happy emotion using the 
expressive properties ofloudness, tempo and style/note duration, an instructor desiring to 
teach a loud, fast, staccato melody might select a metaphor saying, "Play this melody like 
you and your buddies are laughing (loud), running (fast) through a pulsing, intermittent 
sprinkler (staccato) on a bright sunny day (happy). The research could begin with 
soliciting, via survey, detailed specific metaphors from expert instructors. Then, 
compiling them; finally using these "mega-metaphors" to compare the effectiveness of 
the three instructional conditions determining if these types of metaphors affect more 
change than the metaphor/imagery statements of the present study. 
Further studies could also take into account learning preferences to better 
understand how they influence results of the instructional conditions. How does a visual 
learner respond to the MI condition? How does the auditory learner react to the AM 
condition? Would a visual learner respond to the CM instructional condition in a more 
significant manner than an aural learner? Would an aural learner react to the MI 
condition better than the CM instructional condition? 
Additional investigation is needed in the AM instructional condition to control the 
onset/offset challenges created by the MIDI piano in the present study. Models might be 
created using the exact wind band instrument that is being assessed. Perhaps these 
models would produce different results than the present study (i.e., a flute player listens 
to a flute performance aural model, a trumpeter listens to a trumpet performance aural 
model). 
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This researcher chose mathematics to measure expression but there are limits to 
this measurement in that mathematics can not capture expectancy, surprise, 
tension/release, and personality that are central to performing with expression. Future 
researchers may want to study expression in other ways including qualitative approaches, 
narrative studies, ethnographic study, or brain imaging studies. 
Moreover, future researches may want to study expression in broader terms such as 
expanding to see how results might generalize in other musical cultures beyond those of 
Western music or how visual features of the performer can make important contributions 
to the perceived expression of the music compared to only auditory features. 
Two prevailing wind band instructional trends in the United States formed the 
impetus for this study. These trends influence, and somewhat dictate, the development of 
music learning and expressive music performance in wind band instruction for students in 
grades six through twelve. They are commonly referenced as the vertical and the 
horizontal approach to expressive music performance. Practitioners of the vertical 
approach advocate that unless the vertical components of pulse, sound and symmetry are 
mastered, a performance is flawed and lacks expressivity in performance. Expressive 
performance instruction is presented only after several tiers of technical skill instruction 
have been mastered (Pasquale, 2008). In contrast, the horizontal method encourages 
students to develop their understanding of music and learn to respond to its expressive 
elements (Battisti, 2007). The vertical practitioners often err on the side of technical 
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skills resulting in expressive performance aspects that can seem sterile and clinical, 
lacking emotional, affective musical value. On the other hand, the horizontal approach is 
vulnerable to critique when performances focus purely on the aesthetic shape, nuance, 
and expressivity to the extent that the performance lacks clarity and definition of 
articulation and skill. This study is rooted in the belief that music educators can be dually 
focused on the aforementioned approaches using a variety of teaching conditions. 
This researcher desires that the investigation of expressive performance with 
middle school wind band students will continue and broaden to include other teaching 
conditions, expanded instructional conditions, and different student populations from a 
variety of schools in order to offer teachers ways to develop an expressive performance 
wind band pedagogy simultaneously implementing, both, the vertical and horizontal 
approaches. The present research confirms this researcher's practical knowledge that 
novice musicians can be expressive. Knowing that musically communicating emotion is 
nebulous and often difficult for students to grasp, educators must explore methods to 
make expressive performance instruction more concrete. Educators must cease adding 
the teaching of expressive elements after the technical elements have been learned as if 
expressivity is the "icing on the cake". Practically speaking, communicating emotion 
though music is harder to grasp than technical aspects, therefore, performing expressively 
must be tackled from the onset of teaching a piece of music. This researcher hopes that 
this study will advance the expressive performance dialogue among music educators. 
Finally, music educators and researchers should consider the continued study of 
expressive performance to allow students to achieve their fullest musical potential. 
Appendix A 
Expressive Performance Procedure 
Definition of Terms for CM Condition 
Synthesized from the Pearson (2004, 2005), Rhodes, Bierschenk 
and Lautzenheizer (2004a, 2004b), and Smith (2003, 2005) 
Accent- Play the note with more emphasis. 
Allegro- Fast tempo. 
Andante- A moderate walking tempo. 
Crescendo - Gradually get louder. 
Decrescendo - Gradually get softer. 
Largo -A very slow tempo. 
Legato - Smooth and connected without space between notes. · 
Mezzo Forte- Medium loud. 
Moderato- Medium tempo. 
Staccato - Play the note detached. 
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Melody #1 
Allegro 
Appendix B 
Expressive Performance Procedure 
Script for CM Instructional Condition 
~ ~~, t t t t t t r 1 t t t t r r 1 t t r t t t:t 1 r r r 
f 
Script: 
In this melody (Melody #1), there are five expressive markings that give clues to help 
you play the melody with expression. 
111 
Explanation: The allegro marking, at the beginning of the melody, means to begin at a 
fast tempo. Notice the crescendo marking in measure two. It means to gradually play 
louder. Also notice the dots above the notes. Those dots are called staccato markings and 
they indicate to play each note detached, or separated. 
Melody #2 
Largo 
1r u r r 1r r r 
Script: 
In this melody (Melody #2), there are expressive markings that will give you clues to 
play expressively. 
Explanation: First, notice the tempo marking. The largo marking, at the beginning of the 
melody, means to begin at a very slow tempo. Next, see the legato marking at the 
beginning of the melody; it means play smooth and connected without space between 
notes. Then, notice the decrescendo marking in the second measure; it means to 
gradually play softer. 
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Melody #3 
Moderato 
> > > > > > > > ~ ~'' > > f > I r ~ I~ ~ ~ I~ F F I~ r If 
Script: 
In this melody (Melody #3), you will find expressive markings that will aid you in 
playing expressively. 
Explanation: First, see the tempo marking. The moderato marking, at the beginning of 
the melody, means to begin at a medium tempo. Notice the crescendo marking in 
measures one and two. It means to gradually play louder. The fortissimo marking (ff) 
indicates the strongest, loud dynamic level. Also notice the accent marks seen above 
each note. These marks indicate to play each note with more emphasis and slightly 
separated. 
II 
Melody #1 
Appendix C 
Expressive Performance Procedure 
Script for MI Instructional Condition 
~ ~~, 1 r r F r r r 1 r r F r r r 1 r r F r r u 1 F F r 
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Explanation: Here is a melody with a statement beneath the melody. This statement describes an 
emotion by creating a verbal picture. I will read the statement out loud, you can practice it up to 
two times, and then I will record your performance. So, play this melody like you are the Disney 
character "Tinkerbell" or a ballerina dancer flying, skipping and dancing along in a song. 
Melody #2 
IF (1 F f IF F r 
Explanation: This statement describes an emotion by creating a verbal picture. I will read the 
statement out loud, you can practice it up to two times, and then I will record your performance. 
Play this next melody like you have to say goodbye to your best friend who is moving away for a 
very long time. 
Melody #3 
IF r IF r f r If 
Explanation: This statement describes an emotion by creating a verbal picture. I will read the 
statement out loud, you can practice the melody up to two times, and then I will record your 
performance. Play this melody like you are thinking of a huge army of 100, 000 men marching 
into your home and all throwing their spears on the ground at the same time saying "Ha!" 
Melody #1 
Appendix D 
Expressive Performance Procedure 
Script for AM Instructional Condition 
~~"trrfrr r lrrfrr r lrrfrr cJif f r 
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Explanation: I am going to play a recording as you look at this melody and then ask you to 
imitate the model recording in performance; then, I will record your expressive performance. 
You can listen to this model recording twice and practice the melody up to two times. When you 
are ready, I will record your expressive performance. 
Melody #2 
1r u f r 1r r 
Explanation: I am going to play a recording as you look at this melody and then ask you to 
imitate the model recording in performance; then, I will record your expressive performance. 
You can listen to this model recording twice and practice the melody up to two times. When you 
are ready, I will record your expressive performance. 
Melody #3 
If r If r r r If 
Explanation: I am going to play a recording as you look at this melody and then ask you to 
imitate the model recording in performance; then, I will record your expressive performance. 
You can listen to this model recording twice and practice the melody up to two times. When you 
are ready, I will record your expressive performance. 
Protocol Title: 
Appendix E 
Consent Form 
RELATIVE EFFECTIVENESS OF THREE DIVERSE 
INSTRUCTIONAL CONDITIONS ON SEVENTH-GRADE WIND 
BAND STUDENTS' EXPRESSIVE MUSICAL PERFORMANCE 
·------· . ' 
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_Principal Investigator: Dayi~_W. Vandew~!J<:e~-...;.........~ 
.f?~~-scriptioE_~f._~.£~jec! P~J?._~~':l.!~~E~,; ~-~~ye~!h:£;E~~-~--~~Es!~l?.~nd_~tu~!s 
Version Date: December 23, 2012 
Introduction 
Please read this form carefully. The purpose of this form is to provide you with 
important information about your child taking part in a research study. This form may 
contain words that you do not understand. Please ask the study staff to explain any 
words that you do not understand. · 
If you have any questions about the research or any portion of this form, please ask us. 
Taking part in this research study is up to you. If your child decides to take part in this 
research study we will ask you to sign this form. We will give you a copy ofthe 
signed form. 
The person in charge of this study, David W. Vandewalker, is an active band director 
living in Cobb County, Georgia and doctoral student at Boston University; the project 
is being completed for his dissertation research. David (678-462-2741 or at 
vdw12345_@Qu.edu,) will be happy to answer any questions you may have. Questions 
may also be addressed to the faculty advisor -
Dr. Manny Brand at mannyinbali@gmail.com. 
Why is this study being done? 
The purpose ofthis study is to examine the relative effectiveness ofthree diverse 
instructional conditions (aural modeling, concrete musical instruction, and verbal 
instruction using imagery and metaphor) to improve expressive performance of seventh 
grade wind students by conducting an expressive performance procedure. 
We are doing this study to explore new ways to teach band more effectively. We are 
asking your child to take part in this study because they have invested time and money 
in becoming a better band student thus, showing they are interested in excellence in 
music education. We are asking about 60 students from two seventh-grade wind band 
programs located in Cobb County, Georgia will take part in this research study. 
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How long will I take part in this research study? 
There will be one expressive performance procedure that is basically a standard playing 
test. This procedure will be similar to your child going to a practice room and 
recording a playing test in SmartMusic or on an audio recorder for their teacher as part 
of their regular band class. It will be administered one student at a time and take 
approximately 6-8 minutes, therefore your child's part of the research study will all be 
done in one class period in side practice rooms of the band room at their school. 
What will happen if I take part in this research study? 
As mentioned, the procedure will be similar to a playing test taken in band class. The 
researcher will administer the procedure to one participant at a time. Your child will be 
seated in a practice room, shown three notated melodies and given opportunity to 
practice. Pretest performances (pretest) will be recorded as your child performs the 
melodies in a normal manner, then receive brief instruction for performing the 
melodies with greater expression and given the opportunity to practice. Finally, your 
child will perform and record the melodies again (posttest) demonstrating expression in 
performance. Your child should expect to spend a total of six to eight minutes in time 
for pretests, instruction, and posttests. Once this brief session is finished, your child' s 
part of the research is completed. 
Sound recording equipment will be utilized in the procedure period to assist the 
researcher in collecting data on your child' s performance achievement pretest/posttests. 
None of the procedures for collecting data are experimental to your child. The data 
collected will be examined for potential effectiveness of three teaching conditions upon 
performance expression. 
If your child agrees to take part in this study, we will ask you to sign the consent form 
before we do any study procedures. 
Study Visit 
It will take about three school days to complete everyone's procedures at your school. 
Procedures on the days of administration of the expressive performance procedure will 
be as follows: 
• The researcher will issue the band director two-inch mailing labels with each 
participant's name and an identification number pre-printed on the label. 
• The band director will distribute the labels to all the participants. 
• The researcher will take individual participants, one at a time, out of the 
regular band classroom into practice rooms near the band rehearsal classroom. 
• Students will also place their assigned label on their shirt "over their heart" so 
that the researcher will be able to properly identify each participant on the 
recording code log. 
• The researcher will confirm each the identification number, record the track 
number on the recorder, and obtain verbal assent. The participant's name will 
not be documented in the research notes or data. 
• The Meteor Microphone will be placed on a stand in front of the seated 
participant. 
• The participants will be given an opportunity to practice each melody up to 
two times . 
• The recording will be turned on and the participant be asked to perform the 
three melodies in a "normal" manner for a pretest. 
• Separate recordings will be made for each pretest/posttest measure during the 
expressive performance procedure. 
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• The students will look at each melody again, in the same order as the pretest 
recordings . For each melody, a single teaching condition will be 
administered. The student will be given opportunity to practice the melody up 
to two times and then, a final posttest recording of the melody will be 
recorded. This will be repeated for each melody. 
• After the fmal posttest is recorded, the student will be sent back to their band 
class. 
Audio Recording 
Because of the study procedure stated, we would like to audio record your child during 
this study. It will NOT be possible to identify your child in the audio recording. We 
will store these files in a locked cabinet and only approved study staff will be able to 
hear the recordings. We will label these recordings with a code instead of your child's 
name. All of the recorded files will be kept in a password-protected computer/locked 
file. The recordings will be stored until the completion of the procedures (no longer 
than two months) and then they will be deleted and permanently destroyed. 
Do you agree to let us audio tape your child during this study? 
__ YES ___ NO ___ INITIALS 
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How Will You Keep My Study Records Confidential? 
We will keep the records of this study confidential; data will be stored confidentially 
and will not be disclosed. The information provided will be published only in 
aggregated form (for example, tables of information). The results of this research study 
may be published or used for teaching. We will not put identifiable information on 
data that are used for these purposes: 
The following people or groups may review your child's study records for purposes 
such as quality control or safety: 
• The researcher and any member of his research team. 
• The Institutional Review Board at Boston University. The Institutional Review Board 
is a group of people who review human research studies for safety and protection of 
people who take pmi in the studies. 
• Federal and state agencies that oversee or review research. 
The study data will be stored in locked files only accessible to the principal 
investigator and his dissertation advisor and destroyed at the end of the research. All 
research data will be assigned a code. The signed consent forms will be kept separate 
from the research data. We will store your child's data for two months. The participant 
info, data, and audio files will then be destroyed. 
Reporting child abuse or suicidal risk: If, during participation in this study, we 
have reasonable cause to believe that child abuse is occurring, or that your child may 
be at risk for being suicidal or otherwise harming themselves or others, we must report 
this to authorities as required by law. The researcher will make every reasonable effort 
to protect the confidentiality of your child's research information. This may include 
notifying your child's doctor, therapist, or other individuals. If this were to occur, we 
would not able to assure confidentiality. However, it might be possible that a civil or 
criminal court might demand the release of identifiable research information. 
Study Participation and Early Withdrawal 
Taking part in this study is your child's choice. Your child is free not to take part or to 
withdraw at any time for any reason. No matter what your child decides, there will be 
no penalty or loss of benefit to which your child is entitled. lfyour child decides to 
withdraw from this study, the information that has already provided will be kept 
confidential. 
If students are enrolled: Your child may choose not to be in the study or to stop 
being in the study before it is over at any time. This will not affect your child's class 
standing, grade, or chair placement in the band class. Your child will not be offered or 
receive any special consideration if they take part in this research study. 
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What are the risks of taking part in this research study? 
There are no foreseeable risks or discomforts to your child in this proposed study. This 
research is non-invasive and will be simply take part of the natural middle school band 
class setting. All participation is voluntary, refusal to participate will involve no 
penalty or loss of benefits to which your child is otherwise entitled, and your child may 
discontinue participation at any time without penalty. 
Are there any benefits from being in this research study? 
The study findings will be used to assist in the understanding of teaching conditions 
affecting musical expression in performance. There are no expected benefits for your 
child's participation in the study other than the basic value associated with assisting the 
researcher in investigating potential benefits of teaching conditions for performance 
expresswn. 
Will I get paid for taking part in this research study? 
Neither the school district, its teachers, nor students will receive any compensation for 
participating in this study. 
What will it cost me to take part in this research study? 
There are no costs to your child for taking part in this research study. 
If I have any questions or concerns about this research study, who can I 
talk to? You can contact us with any concerns or questions. The Principal 
Investigator- David W. Vandewalker, at 678-462-2741 or at vdw12345@bu.edu, will 
be happy to answer any questions you may have. Questions may also be addressed to 
the faculty advisor- Dr. Manny Brand at mannyinbali@gmail.com. 
If you have questions about your child's rights as a research subject or want to speak 
with someone independent of the research team, you may contact the Boston 
University IRB directly at 617-358-6115. 
Statement of Consent 
I have read the information in this consent form including risks and possible benefits. I 
have been given the chance to ask questions. My questions have been answered to my 
satisfaction, and I agree for my child to participate in the study. I have been given a 
copy of this form. 
SIGNATURES 
Name of Participant's Parent 
Signature of Participant's Parent granting permission (consent) Date 
Name of Student Participant 
I have explained the research to the student and answered all his/her questions. I will 
give a copy of the signed consent form to the student. 
DAVID W. VANDEWALKER 
Name of Person Obtaining Consent 
Signature of Person Obtaining Consent Date 
Student Assent Script 
Follow-up to the Consent Form Submission 
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"Thank you for your willingness to participate in my research! Your parents have given 
permission to participate in the research. The research involves you performing a basic 
playing assessment. The assessment will be recorded for my purposes of the study. No 
one else will hear the recordings and your name will never be mentioned or connected 
to any of this research. Nothing that happens today will impact your grade or 
participation in band in any way. And you can request to stop your participation at any 
time, without any penalties. 
Okay, may I have permission to record you today? If yes, then .... Are you agreeing to 
participate in my research as I have described to you today? Thank you! Let's begin." 
Location: 
Items Needed: 
Items Supplied 
by the Researcher: 
Appendix F 
Expressive Performance Procedure 
Band practice room 
Chair and Music Stand 
Musical Excerpt- three melodies 
Student Instrument 
Macintosh PowerBook Laptop /Adobe Audition software 
Samson Meteor Microphone 
Procedures. On the days of administration ofthe expressive performance procedure: 
1. The researcher will issue the band director two-inch mailing labels with each 
participant's name and an identification number pre-printed on the label. 
2. The band director will distribute the labels to all the participants. 
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3. The researcher will take individual participants, one at a time, out of the regular 
band classroom into practice rooms near the band rehearsal classroom. 
4. Students will also place their assigned label on their shirt "over their heart" so 
that the researcher will be able to properly identify each participant on the recording code log. 
5. The researcher will confirm each the identification number, record the track 
number on the recorder, and obtain verbal assent. The participant's name will not be 
documented in the research notes or data. 
6. The Meteor Microphone will be placed on a stand in front of the seated 
participant. 
7. The participants will be given an opportunity to practice each melody up to two 
times. 
8. The recording will be turned on and the participant be asked to perform the three 
melodies in a "normal" manner for a pretest. 
9. Separate recordings will be made for each pretest/posttest measure during the 
expressive performance procedure. 
10. The students will look at each melody again, in the same order as the pretest 
recordings. For each melody, a single teaching condition will be administered. The student 
will be given opportunity to practice the melody up to two times and then, a final posttest 
recording of the melody will be recorded. This will be repeated for each melody. 
11. After the fmal posttest is recorded, the student will be sent back to their band 
class. 
Student N arne 
Grade Level: 
Age: 
Instrument: 
Appendix G 
CONFIDENTIAL 
Participant Information Form 
Background Information 
How long have you played (in months) your instrument? _______ months 
Do you take private lessons? Yes 
-----
_____ No 
If yes, how long (in months): . months 
-----
List previous musical experiences prior to enrolling in your current band class: 
Office Use Only- Do Not Write Below This Line 
Verbal Assent Confirmed: ____________ (initials) Date 
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Appendix H 
IRB Documentation 
Boston University Charles River Campus Institutional Review Board 
25 Buick Street 
Room 157 
Boston, Massachusetts 02215 
T 617-358-6115 
www.bu.edu/irb 
February 22, 2013 
Da vid Vandewalker 
College of Fine Arts 
Mailing Address: 
2067 Fairport Way 
Marietta, GA 30062 
Notification ofiRB Review: Exemption Request 
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Protocol Title: The Relative Effectiveness of Three Diverse Instruction Conditions on Seventh-Grade 
Wind Band Students' Expressive Musical Performance 
Protocol#: 3106X 
Funding Agency: Unfunded 
IRB Review Type: Exempt Category I 
Dear Mr. Vandewalker: 
On February 22, 2013, the IRB determined that the above-referenced protocol meets the criteria for exemption in 
accordance with CFR 46 .101(b)(l). Per the protocol, you will examine the relative effectiveness of three diverse 
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